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I PREFATORY NOTE 

It is now about thirty years since I prepared 
American edition of a little book by the younger T 

it Hood, which purported to set forth the rules of ri 

(the '' Bhymester/' Appleton & Co., 1882) ; and 
is just twenty years since I first gave a course 
metrical rhetoric to a class of undergraduates 
Columbia College. And I have bug felt the need 
a simple text-book for the beginner, which wo 

t > serve as an introduction to the study of English ve; 

fication. There are many volumes devoted to 
analysis of poetry, but there are few which ooni 
themselves wholly to the problems of prosody; s 

jl ; scarcely any one of these is exactly adapted to 

needs of the novice who knows little or noth 
about the principles of the metrical art. The subj 
is treated casually and cursorily in many gramm 
and in many rhetorics ; but the main purpose of th 
books is to help the student to express himself ac 
rately and satisfactorily in prose. 

This is the simple text-bopk for the beginner tlu 
have undertaken in the present volume. It is a text-b 
of metrical rhetoric. Its aim is to explain to the inqui 

^ the teohnic of verse-making and to show him how 

poets have been able to achieve their effects. It i 
forth what I believe to be the fundamental princi 
of the art, — that all poetry is to be said or simg, i 
that its appeal is to the ear and not to the eye. 1 

? 
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principle is here asserted, unhesitatingly ; and from 
all the practices of modem English versification a 
here derived. No other principle is even discussi 
and all controversy has been rigorously eschews 
The student will not be confused by any attempt 
refute any other theory; and his time will not 
wasted by the oonfutation of any code long ago di« 
tablished. 

The main object of this book is to provide the st 
dent with an understanding of the mechanism of ven 
that he may have a richer appreciation of poeti 
The metrical mastery of Chaucer and of Milton, 
Pope and of Tennyson, will be more keenly relish^ 
by the lover of poetry when he has attained to i 
insight into the methods whereby this mastery w 
achieved. But while this is its primary intent, tl 
book has also a secondary purpose, to encouraj 
teachers to give courses in metrical rhetoric, — not wi 
any vain hope that they will be able to train poel 
but with the firm belief that exercise in verse is tl 
best possible aid to easy flexibility in prose-writin 
Verse-makine is an admirable cmnnastic; and tl 
necessiiy of Lting hi. word, in ri^e and of adj. 
ing them to rhythm enriches the student's vocabula: 
and increases his control over it. Constant practice 
composing in stanzas prescribed by the instructor w 
not tend to puff up the young writer with the conc( 
that he is a poet. On the contrary, it is likely to tal 
down his vanity by showing him how easy it is 
acquire the elements of verse-making and by callu 
his attention to the technical dexterity possessed 1 
the great craftsmen in verse. Indeed, there is ] 
bettsr corrective of undue pride, there is no mo 
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potent inciter of modesty, than the frequent atten 
to pattern onrselyes on the masters and to disoo' 
how lamentably we fall short of our lofty and un 
proaohable models^ 

B* Ml 

Columbia Univkbsitt 

IN THB CiTT or NkW YOBK. 
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A STUDY OF VERSIFICATION 



CHAPTER I 

THE STUDY OF VERSE 

Am logie does not fapply 700 with aigmnontt, but onlydefiiiM tiia 

_ roiiJMyw jo. grite jwe^ , but how to oonitrQet ▼awe. It mS^ 
moanito ue«id, but it does not pretend to aesore its attainment. 
Vw^eaj^^and k^ art tor p^etn^ and reason what a-iiaa qge t^is M^^ 
a SridgeTtCey do not eonToy yon aeross, but ptoTent yon from laliiag 
''^f^^r^ToK Hood: Tkt BtiU$ 0/ JBAysie. 

This is not a handbook of poetics ; and its aim is not 
to consider the several departments of poetry, — epio 
and lyric and dramatic. It does not deal with simile and 
metaphor, nor does it seek to open the mind of the 
student to the nobler beauties of poetry. It is intended 
to be an introduction to the study of versification, of 
the metrical mechanism which sustains poetry, and 
which differentiates poetry from prose. 

It is devoted solely to the technic of the art of 
verse. It is an examination of the tools of the poet's 
trade. Although poets are said to be born and not 
made, there is no doubt that they have to be made 
after they are bom. It is not a fact that the bom poet 
warbles native wood-notes wild ; he has to serve an ap- 
prenticeship to his craft ; he has to acquire the art of 
verse; he has to master its technic and to spy out its 
secrets. The poet is like the painter, who, as Sir 



4 A STUDY OF VEESIFICATION 

Joshua Reynolds declared, ** is a painter only as he 
can put in practice what he knows, and communicate 
those ideas by visible representation." 

In his ignorance, the layman may be led to despise 
technic ; but this is a blunder of which the true artist 
is never guiliy. Indeed, the true artist cherishes tech- 
nic ; he is forever thinking about it and enlarging his 
knowledge of it. He delights in discussing its prob- 
lems ; and when he is moved to talk about his art, 
technic is ever the theme of his discourse. The trea- 
tises on paintmg, for example, written by painters, by 
Keynolds or by La Farge, are full of technical criti- 
cism ; and so are the essays on poetry, written by the 
poets themselves. The processes of their art are con- 
sidered with unfailing zest by Pope and Wordsworth, 
by Coleridge and Poe. In fact, the artists are all awai*e 
that technic is almost the only aspect of their art 
which can be discussed profitably ; and every layman 
can see that it is the only aspect which the artists 
often care to talk about. The other part, no doubt 
the loftier part, the poet's message to humanity, — 
this is too ethereal, perhaps too personal, too intimate, 
too sacred, to bear debate. 
X Every wQ^k nf ^ can be considered from two 
points of view. It^has its content an d_it 
We may prefer to pay attention to what the artist has 
to say, or we may examine rather how he says it. The 
content of his work, what he has to say to us, is the 
more important, of course, but this must depend o' 
his native gift, on his endowment ; and it is more 
less beyond his control. He utters what he must ut^ 
and he voices what he is inspired to deliver. Bu' 
form in which he clothes this message, how hf 
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wliat he has to say, — this is what he may choose to 
make it, no more and no less* This depends on him 
and on him alone ; it is not a gift but an acquisition ; 
it is the result of his skill, of the trouble he is willing 
to take, of his artistic integriiy, of his desire to do his 
best always, and never to quit his work until he has 
made it as perfect as he can. 

This technical dexterity can be had for the asking ; 
— or, at least, it can be bought with a price. It is the 
reward of intense interest, of incessant curiosity, of 
honest labor. And it is worth all that it costs, since 
we cannot really separate form and content, as we some- 
times vainly imagine. What the poet has to say is in- 
extricably intertwined with the way in which he says 
it, and our appreciation of his ultimate message is en- 
hanced by our delight in his method of presenting it. 
In fact, our pleasure in his work is often due quite as 
much to the sheer artistry of his presentation as it is 
to the actual value of his thought and of his emotion. 
We might even go further and venture the assertion 
that it is by style alone that the poet survives, since 
his native gift profits him little unless he so presents 
his message that we cannot choose but hear. And, as 
Professor Bradley declared in one of his ** Oxford 
Lectures on Poetry," *^when poetry answers to its 
idea and is purely or almost purely poetic, we find the 
identity of form and content, and the degree of purity 
may be tested by the degree in which we feel it hope- 
less to convey the effect of a poem or passage in any 
form but its own." 

There is benefit, therefore, for all of us in an en- 
deavor to imderstand the mechanism of the poet's art, 
to gain an elementary acquaintance with its processes, 



^ 
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iokam m modi mips aay mhoat rtm dpIi^tfnT aiy^ 
taiet, — joflt M we mtut j c niui '^ & eertm aoqcBmit- 
nee witli tiie copditiops of hoilifing fae&m we au 
gain a leal izMigiit into tiie beutj of ardzteetmeb. 
TUskiioirfedgewOl iueiciwe oor cnjojniciit of po^xj, 
lor it w31 grrevi & tweioU inteteirtiy ia tiie 
M weD ae in the matter* Tbe moKe we know 
fcamfioatioii, Ae bettor ef|iiipped we are to pereme the 
ddn with wUek the poet has wieogfat hn marfels 
and also to feel deqplj hit charm and hn power. The 
more we know, the bettor we diall imdentand the ical 
nature of poetie inqpintion. ** It ia rwrj natnTal,"^ a» 
Bojncddi dedared in anofOorof Ui ^^Dimooraei oa 
Painiii^^f'' ^ nir diooe who are vnaoqpamted widi the 
canm of anything extmovdiuaffj to be aatomahed at 
the«lle€t,andtoeoBeideritaeakindof magie. Tkj 
who hate never obeorved the grmlatam hf nhich ait 
ia aoqiiii edy whoace only what iatheiJI reanltof loog 
labor and applieation of an infinite nnmber and in* 
finite Tariety of aelBy are Mf^ to eondnde^ from Aeir 
entife inability to doOeaanieat ODee^dat itianot 
only inacwmiHe to t h o mad t (ea » bat can be done by 
thoea only who have aome gift of die natereof in- 
apiiation boatowed npon thenL" 

TUabook ia intended, not aomndi lor diooe who 
nu^ dene to writo Tem, aa it ia for diooe who wiah 
to gain anind^itinto the meihodaoE the poets dkat 
they may have a keener and n deqper afqneciation of 
pociry ; and yet ito at^geationa are a^aifadile also for 
thoae who may fed themadvea moved to ipeak in nnm- 
benu Attention may be called to the faet that it never 
pretenda to dedaie howverae ought to be written; 
aU that it endearori to do ia to ahow how vene haa 
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been written by the poets who have enriched onr litera- 
ture* If any laws emerge into Tiew, these are the re- 
suit of a modest attempt to codify the practice of the 
poets themselves and to deduce the underlying princi- 
ples. It is never the privilege of the critic to lay down 
arbitrary rules for any art; it is his duty to examine 
what the great artists have given us, and to discover, 
if he can, the subtle means whereby they achieved 
their masterpieces. And it is a humble examination 
of this kind which is undertaken in this inquiiy. 

As this is the main object of the present volume, 
the reader must not expect to find here things not 
germane to this intent. He will not have his attention 
distracted by any investigation into the origins of 
English verse. He will not be called upon to consider 
the conflicting theories of English prosody* He will 
not be confused by constant references to the very dif- 
ferent metrical system which was employed by the 
Greek and the Latin poets. These things are discussed 
at length in many other books ; and in this book they 
would be out of place. To consider them in these 
pages would interfere with the main purpose of the 
present volume, which is to provide the lover of poetry 
with an elementary knowledge of the principles that 
govern modem English versification. 

Exact definition tends to precision of thought; and 
an acquaintance with technical terms is necessary to 
any scientific investigation. As Professor Mayor has 

declared, ^^ tliA i^ ba ^ f Prf ^n^j y ia tn g^pply  t^lininnl . 

language hj w^liQh f ffoh npftrTn^n clj^^;;^^^,h!!f!!!1^g^t 
befor£tji^4^to distinguish thediff^ent^^^ ol-^Kfisa^, 
establish a^^gfioi eachTl^ referee to which ex- 
isting vaneties JOJ^y be compared ; and, finally, "fo 
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state the laws of composition which have been ob* 
served by those whom the world recognizes as poets. 
Then from this we may draw practical rules of art for 
the poet or the reader." 

An acquaintance with the technical terms, a know- 
ledge of the rules of the art, will not suffice to make any 
one of us a poet. But an ignorance of the underlying 
principles of verse will prevent now any one, how- 
ever gifted by nature, from attaining eminence as a 
poet. The earlier verse-writers had to work by instinct 
only at first, guided by their intuitive feeling for 
rhythm ; in time their successors had the solid support 
of tradition ; and to-day every poet can profit by a study 
of the means whereby his great predecessors wrought 
their marvels. No doubt, delicacy of ear still guides 
him more securely than any rule of thumb ; and yet 
he will find assistance in a knowledge of the science 
of verse which underlies the art of poetry. Appren- 
tice poets may now find this science set forth more 
or less accurately in the treatises of the critics, or they 
may absorb it for themselves by reverent study of the 
great masters of verse. 

It is true that versification is only the carved vase 
which holds the precious wine of poetry; and yet with- 
out the vase the wine would be spilled and wasted. 
On the other hand, the vase itself stands empty unless 
the poet has within himself that which will fill it 
worthily. Amiel asserted that the group of French 
poets in the nineteenth centuiywho were known as the 
Parnassians ^^ sculptured urns of agate and of onyx; 
but what do these urns contain? Ashes!" Yet the 
blunder of these Parnassians was not in the curious 
care with which they carved their urns of agate and 
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of onyx ; it was in their failure to fill the urns with 
an elixir worthy of receptacles thus adorned. It was 
their fault or their misfortune that they had nothing 
better than ashes to pour into their urns. 

Still, after all, the urns themselyes had their own 
beauty. Every lover of poetry could cite numberless 
lyrics which delight him by their art alone, by their 
melody, by their merely external &scination, without 
regard to their content, to their ultimate meaning. In- 
deed, there are not a few lovely lyrics in our language 
the meaning of which is doubtful or even vague and 
intangible. They charm our ears with their music» 
even if they fail to appeal to our intellect. They live 
by melody, and almost by melody alone. And if this is 
a fact, surely it is well worth our while to seek for an 
understanding of the principles of an art which can 
work these marvels. 

If there are a few lyrics which survive by form 
rather than by content, none the less is it trtie that 
f orm and oon tsnt.,are inseparable; and 
poetry demaads for its full appreciation an under- 
standing of versification. Indeed, Professor Bradley 
does not go too far when he asserts that ^^ the value 
of. versi 




It, even more pernaps 'tEanthe gift for feeling 
the value of style, is the specific gift for poetry, as dis- 
tinguished from the other arts.'' And Leigh Hunt went 
even further, for he insisted that ^^ versification^itsdf 
becomesp^t^^.^i^,.^entim^t of a poeoirTl''. I know 
^"inSveryfine versincaliioiD^Lac&ompanied with fine 
poetry ; no poetry of a mean order accompanied with 
verse of the highest." 
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CHAPTER n 

BHYTHM 

Our new empirieiim, {cUloidiig whan intaitioB leacb tli« way, oom- 
|ffeli6iid« the fnnodoM of mbratiotu : it peroeiTM that eyery moTement 
of matter, aeixed npon by nniTenal f oree, ia vibratory ; that Tihradona, 
and nothing elae, oonvey through the body the look and Toioe of na- 
ture to the sool ; that thna alone can one inoamate indiTidnality ad« 
drees its f eUow ; that, to nae old Bnnyan*s imagery, theee Tibrationa 
knoek at the ear-gate, and are visible to the eye-gate, and are sentient 
at the gates of tonoh of the living temple. The word deseribing their 
action is in OTidenee ; they '* thrill " the body, they thrill the soni, 
both of whieh respond with sub jeotiTe, interblending Tibrationa, ae- 
eording to the keys, the waTO-leng^ths of their excitants. — Bdmuitd 
Clabsmgb Stbdkah : Tht Nature and BUmenU of Poetry. 

In any consideration of versification, we need to begin 
by reminding ourselveB that poetry is always intended 
to be said or sung, {ts appeal is primarily to the ear 
and only secondarily to the eye. At first, poetry was 
certainly sung, because it came into being long before 
the invention of the art of writing* After a while, 
poetry was both said and sung ; it was recited, either 
with or without the accompaniment of music. Only 
after long centuries, during which it survived on the 
tongue and in the ear, was it written down to reach 
the eye also. *^ To pass from hearing literature to read- 
ing it is to take a great and dangerous step,'* said 
Stevenson ; ^* with not a few, I think, a large propor- 
tion of their pleasure then comes to an end, • . . they 
read thenceforward by the eye alone and hear never 
again the chime of fair words or the march of the 
stately syllable/' Even now, the' real approach of 
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poetry to the soul of man is through his ears ; and 
we do not feel its full force until we speak it our- 
selves or hear it from others. It might almost be as- 
serted that poetry is like music, in which the notation 
in black and white is only a device to preserve it and 
to transmit it ; and that like music, po etry does not 

[ly^ exist until it ^i§.J^f^J^ As a result of this re- 
semblance to music, poetry is likely to lose something 
of its power when the poet thinks rather of his readers 
than of his hearers. 

Therefore, the true principles of versification can 
be seized only when we keep this fact always in mind, 
that the poet has intended his lines to be heard by 
the ear, to be spoken or chanted or sung by one for 
the pleasure of others. His verses, lyric or dramatic 
as they may be, are meant to be spoken and so they 
must adjust themselves to the vocal organs of man ; 
and they are meant to be heard and so they must be 
measured to the capacity of the human ear. Indeed, 
nearly all the elements of the art of versification are 
the direct result of this condition of oral delivery. 

The most important of these elements is rhythm* 
All nature is rhythmic. The tides rise and fall ; day 
follows night; and the seasons recur one after the 
other, year by year. Human nature is rhythmic also ; 
and emotion, which is the subject-matter of poetry, 
tends always to express itself rhythmically. Passionate 
language has its marked beats. Primitive man casts 
his war-songs and his love-songs into a rude but em- 
phatic rhythm. The wail of the tribe over its dead is 
rhythmic ; and so is the crooning of the mother over 
her babe in the cradle by her side. The chant of tri- 
umph has its rise and fall. In all these examples, the 
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character of the rhythm may be open to question , 
but the existence of the rhythm itself is beyond dis- 
pute. Lowell singled out for praise the song of De- 
borah and Barak : ^* Awake, awake, Deborah I 
Awake, awake, utter a song I Arise, Barak, and lead 
thy captivity captive, thou son of Abinoam ! " 

This rhythmic utterance in moments of poignant 
emotion is spontaneous even to-day in our children. 
A few years ago the yoimg daughter of a friend of 
mine was stricken to the heart by the crushing of 
a cherished doU under a rocking-chair. When the 
mother returned she found the little girl so pitiful 
and pathetic that she took the child in her arms and 
asked what had happened. And then the little 
daughter broke out in this lament : — 

My dolly is dead I My dolly is dead I 

I loyed my dolly, and I did n't want her to die I 

But she died, and I buried her. 

And I wanted to bury her 

In the worst place I could find ; 

80 I looked all over the flat 

For the very worst place I could find. 

And I buried her in the pail — 

In the pail under the sink in the kitchen, 

In the pail where we put the old dinners 

And the old breakfasts and my crusts when I won't 

eat 'em : 
And I buried her there. 
It was the very worst place I could find. 
I buried her on top of the dinner 
And under the breakfast, 

And there 's oatmeal where her head ought to be* 
And Annie will put her on the dumbwaiter, 
And she '11 send her down to the janitor, 
And the janitor will put her into the barrel, 
And he 11 put the barrel out on the sidewalk ; 
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And tbe man will oome along with the wagoo. 
And he '11 empty her into the wagon, 
And he 11 drive her down to the dock. 
And he 11 damp her into the river, 
And she 11 go floating down the river 
Without any head and without any lega«— 
And I did n't want her to die 1 
My dolly, my dolly, my dolly. 
Is dead and I 've buried her. 
And I did n't want her to die I 

This obildish dirge is onrionsly like the bold and 
formless lyrio outpourings of sayages. It is wildly 
rhythmio, not regular, not artificial, instinctive rather 
than artistic. It has even the repetition and redupli* 
cation and overt cataloging which often characterize 
,the chants of primitive races* 

Even in the less spontaneous and more oonsciouslj 
artistic paragraphs of the great orators, we can often 
feel the rise and &11 of rhythm, sometimes only in a 
single sentence and sometimes carried through a long 
passage. For instance, in a speech of John Bright*s 
delivered during the Crimean war, he said that ^^ the 
angel of death has been abroad through the land : we 
may almost hear the beating of his wings." It would 
be easy to adduce other examples from the orations 
which are charged with sweeping emotion* 

Certain of the novelists have now and again availed 
themselves of this same device to enhance the pathos 
of the situation they were setting forth. Dickens, in 
particular, could rarely resist the temptation to drop 
into very obvious rhythm whenever he stood by the 
death-bed or the tomb of one of his characters. Here, 
for example, is the concluding paragraph of ^^ Nicholas 
Niokleby " : *^ The grass was green above the dead 
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boy's grave, trodden by feet ao small and ligbt, that 
not a daisy drooped its head beneath their pressure. 
Through all the spring and summer-time garlands of 
fresh flowers, wreathed by infant hands, rested upon 
the stone." 

In general, prose is for daily use in this workaday 
world ; and it becomes rhythmic when it has to express 
emotion, — that is to say, only on special occasions. But 
even when it is properly rhythmic we do not like to have 
it encroach on the borders of actual verse. We feel that 
prose is one thing and that verse is another; and 
therefore a delicate ear is annoyed by the excessive 
reg^ulariiy of the rhythm in Didcens's el^es. It is 
a little too obvious, and it offends us as out of place 
in prose. The fundamental difference between the 
rhythms appropriate to prose and those appropriate to 
verse lies in the fact that the latter conform to a sim- 
ple pattern and that the former do not. If a writer 
of prose forces us to perceive his pattern by limiting 
it, as Dickens does, he loses the ample freedom proper 
to prose, and he suffers this loss without achieving the 
special merit of verse. £i^ Drose« our ear d eli g|htg jn 
t^vagne s ^yestion of. AJ^tteiiu which is too lai^ 
for us to grasp, even though we ixike pleasure in it. 
In verse, the poet spreads the pattern before us, in- 
vites our attention to it ; he awakes in us the expect- 
ancy that its elements will recur at regular intervals ; 
and it is partly by the gratification of this expectancy 
that he gives us pleasure. This pattiern^ is, J;he result 
ofredugM rhythm to measure ; and it is this metrical 
rl^^mwmch the write^^-t>f prose must avoid unless 
he is willing to annoy our ears. The orator and the 
novelist may deal with the same subject-matter as the 
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poet, but they must not infringe on his method. Their "'^ 
diction may be as impassioned as his, as lofty in 
phrasing, as elevated in imagination ; but they must 
avoid that formal regularity which we hold to be the 
privil ege 

^Ms foruiarregularity is what constitutes English 
verse ; and it is easy to analyze. When we read a line 
of English poetry we cannot help noticing that certain 
syllables are bolder or longer or more emphatic than 
others. In Longfellow's ^ 

Teli me noMn^^i^^n>f j4 naniberay 
these more important syllables are the first of every 
pair ; and in Drake's / / / 

When Fnedom from ber moontam height, 

they are the second in eVery pair. We may indicate 
the rise and fall of these syllables in Longfellow's line 
by suggesting that it more or less resembles 

ITVunty, (umty, ftimty, tiimty, 

while in Drake's line it isi^ 

Tiftim, tittf m, tkuniy titum. 
Li Byron's line ' 

And the f^fiwa of their spears was like stars on the sea, 

the more impdrtant syllables are the third in each 
group ol^three ; and the scheme of the line is 

Tititufiiy titifum, titi/um, titi^tim. 

If we read as one line Hood's 

Make no deep soratiny into he? matiny^ 
the important syllables are the first in each group of 
three ; and the scheme is 

rumtitjy (umtity, (timtityi fumtitj. 
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Thattibeie syllables have an importanoe superior to 
the other syllables in the same lines is undeniable* 
This importonoe may be due to the fact that they are 
rither more emphatic or longer in time of utterance. 
But are these differences in tone or in accent the only 
difference between them? Here we enter on one of 
the most disputed questions in versiflcation. The more 
important syllables may differ in length, in the time 
we take to utter them, that is to say, in quantity. 
They may differ also in emphasis, in stress, that is to 
say, in accent. They may differ further in pitch, in 
tiieir melodic tone. Or the difference may sometimes 
be due to a combination of time, stress and pitch, for 
a syllable may be at once longer than the syllables 
which precede and follow, while it is also more sharply 
accented, as well as higher in pitch. We may be in 
doubt as to the cause of the superior importance of 
these syllables, but we never deny the fact that for 
some reason they are more important. And this supe- 
rior importance of certain syllables over other sylla- 
bles in the same line, whatever its cause may be, is the 
'^ basis of English versification. There is no profit in 
here entering on the discussion as to the cause of this 
superior importance ; and hereafter in this book these 
syllables of superior importance will be called /on^jr^ 
even though they may owe their value to other ele- 
ments than mere duration of time. In like manner, 
the syllables of inferior importance will be called 
shorty even though they may contain long vowels. And 
for the sake of convenience a long syllable will be 
marked or indicated by the sign - and a short syllable 
by the sign w 

If now we substitute these signs for tumty and 
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tumtiiy^ we find that IiongfeUoVs line ^TeH me not, 
in mournful numbers," may be represented thus : — 

/ — w»— w>— w»— w 

"^Drake's ^^ When Freedom from her mountain height " 
¥rill be translated into these symbols : — 



Byron's ^^ And the sheen of their ^ears was like stars 
on the sea'' has this scheme: — 



And Hood's ^ Make no deep scrutiny into her mu- 
tiny " has this : — 



— WWJ — WWJ — WWJ —WW 



Thus we see that each of these lines is made by the 
fourfold repetition of the same unit. Each of these 
units we call a foot In Longfellow's line this unit is 
- w, a long followed by a short ; and by tradition this 
foot is called a teo^^ee. In Drake's line the unit isw-, 
a short followed by a long ; and this foot is called an 
iamb or ianJms. In Byron's line the unit is ww-, 
two shorts followed by a long ; and the name of this 
foot is anapest. In Hood's line the unit is - w v, a 
long followed by two shorts, a foot which is known as 
a dactyl. These terms, trochee, iamb, anapest, and 
dactyl, have been taken over from Latin versification, 
although they there represent feet not reaUy corre- 
sponding to the English feet which bear the same names. 
These four are probably the only feet possible in 
English versification, because in English, which is a 
strongly accented language, we seem to be unable to 
utter three syllables in succession without making one 
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of them more important than tfie other two, longer or 
more emphatic. Doubtless a few examples of three 
short syllables in succession may be discovered by a 
diligent examination of the whole body of English 
poetry ; but they are very few. 

In fact, our speech is so accentual that we find it 
almost impossible to give exactly equal emphasis to 
two syllables in the same foot ; and we are therefore 
deprived of the use of the ^fQvideCtjpsuie up of two 
longSi^ » -, a foot which was most useful in the versifi- 
cation oi the Greeks and Romans. More than one 
English word taken by itself seems to be a spondee, 
haaeibally for instance, and stronghold ; but when such 
words are used in verse, either the first syllable or the 
second is likely to be so lengthened or emphasized 
that we have a trochee or an iambus. Spondees can 
be discovered in English verse, especially in Milton, 
but they are infrequent. Two other feet known to 
classic meter are the amphibrcuA^ w - w, a short, a long, 
and a short; and the amphinuicerj -w-, a long, a 
short, and a long. But neither of these has established 
itself in English verse; and when either of them has 
been attempted, the result is very doubtfully disr 
tinguishable from a sequence of dactyls or anapests. 
Even Coleridge, a master of metrics, was not able to 
construct an English amphibrach and an English am- 
phimacer which should set itself oS sharply from the 
anapest. Here is his ingenious attempt to exemplify 
the several feet : — 

^ \ -. ■- _ \ _ 

Troobe^ trips fronl long tp kbort | 
From Ioti|; to long in solemn sort , ^ v 
.Slow SjmhdX sGHkBy a&ong fc^vt, yej ill able 
E?e1r to come up intk Dactyl trisyllatJe. 



N» 
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Iambics marob from abort to long ; 

With a leap and a boand, tbe swift Anapests tbrong ; 

One syllable long with a short at each side 

Amphibrachys bastes with a stately stride : 

First and last being long, middle ^ort, Ampbimaoer 

Strikes his thandering hoofs like a proud high-bred raeor. 

To scan a line is to divide it into its constituent 
feet, to mark the longs and the shorts, to count the 
feet and to declare their character. All verse in the 
English language can be scanned with the aid of the 
trochee and the iambic, the anapest and the daotyL 
When we scan Longfellow's line we find that it con- 
sists of four trochees ; and therefore we describe it as 
trochaic tetrameter. When a line has^Js^ feet we 
call it j^imeter; with t^refi^^fe^l^Jt i^,^];^^^^/ with 
four it isfe&ji^ag ^r ; w ith five, p^pt^meter; with six, 
h^Mm^gr^J^^ ^^^ seven, ^^tam^^^ hen Drake's 
^neisscanned it is seen toSe iambic tetrameter; 
Byron's is anapestic tetrameter ; and Hood's is dao* 
lylic tetrameter; When we scan Gray's 

The oo^ew totts/the kneu of paiting day 

we find this scheme — 

w— I w— I w— I w— I w— 

and we dedare that the line is iambic pentameter. And 
if we examine the first line of Baring Gould's hymn, 

Onward, Christian soldiers I 

we discover that the scheme is 

and we decide that it is trochaic trimeter. Austin 
Dobson's 

Too bard it is to sing 
In these ontunef ol times I 
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declares itself at onoe as iambio trimeter: -~ 

and Sodyard Eapling's 

.I*- "^ 

We havt leannrd to. whittle ths £don Tne to the shape of a 
sorpiico-p^ / 

is obviously aiiapestic beptsnieter, although it oontains 
iambics as well as anapests, as the translatioii into 
symbols discloses at once : — 



WW. 



••Iv— |ww— |w— Iww— Ivw— Iw-* 



And this apparent irregularity, this commingling of 
anapests and iambics, leads us to another point of 
prime significance. Verse consists of a regular ar- 
rangement of feet, of a pattern which can be taken 
in by the ear without tmdue tension. In any single 
foot the ear permits many liberties with the short syl- 
lables ; but it tolerates only a little license with tiie 
long syllable. If there are in a line the required num« 
ber of long syllables, of emphatic beats, the ear is not at 
all particular about the less important short syllables. 
These may be inserted or even on occasion omitted 
altogether, without interfering with the rhythm, with 
the swing of the line as the ear expects to receive it. 
For example, an iambic pentameter may have an added 
syllable at the end almost without our noting it, as in 
Shakspere's 

To bctf or not^to \m\ that y the qaeiuon. 

Or the final snort syllable of a terminal trochee may 
be dropped without spoiling the expected pattern, as 
in Longfellow's ^^ Psalm of Life'' : — 
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Tell ma not, in mon^f al nnmbert, 
Life is bat an empty dream I [v] 

For the foal is dead that slambers, 
And things are not what they seem, [v] 

Here the rhythm is trochaic ; and its flow is not broken 
by the dropping out of these short syllables at the end 
of the second and fourth lines. We may translate 
these lines into symbols, enclosing the dropped sylla- 
bles in brackets. 

— V I — w I — V I — w 

— V I — w I — w I — L V J 
••w I — w I — w I — w 

— V I — V I — w I — L V J 

These lines still retain their four emphatic beats ; and 
so long as the ear can perceive these beats it is satis- 
fied. These beats carry the tune, so to speak. The ear 
not only permits variation of feet inside the frame- 
work of beats, it is even delighted when this is so 
adroitly done as to evade the monotony of strict regu- 
larity. For example, the ear authorizes the poet to sub- 
stitute a trochee for an iambus in the first foot of an 
iambic pentameter, as in Shakspere's 

O for a Mass of fire, that would asoend., 

— vlw— |w— Iv— |w-» 

And it does not protest when a similar substitution is 
made in one of the other feet, as in the fourth foot of 
Shakspere's , < r 

^ kxaglom for a stag^ princ^'to act 

The ear does not protest because it is not sharply con* 
scious of the substitution. It expects the five long syl- 
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lables to occnr substantially in the established order ; 
and if this expectation is fuIBlled, it is more or less 
unconscious of the minor irregularity. In iambic meters, 
it allows not only the occasional substitution of a tro- 
chee but the frequent substitution of anapests. So in 
anapestic meters, it is willing to accept an occasional 
iambus. Indeed, in many ballads there is such an iur 
termixture of the iambus and of the anapest that it is 
almost impossible to decide whether the rhythm* is 
really iambic or anapestic. In the older traditional 
ballads, the iambus predominates, but there is a free 
infusion of anapests, as in this line from *^ Sir Patrick 
Spens *' : — 

To lend ni outy at thia time of the year. 

W— I W— I WW— I WW-* 

These traditional ballads were, many of them, composed 
early in the history of English poetry by unknown 
bards, who were guileless of critical theory, and who 
sang their stanzas into being to please the ears of 
their own artless contemporaries. The traditional nurs- 
ery-rimes are equally spontaneous ; and they cast an 
equal illumination upon the natural methods of Eng- 
lish yersification. If we examine certain of the primi- 
tive nursery-rimes we can see that the untutored lyr- 
ists unhesitatingly dropped out short syllables, never 
doubting that the ears of their young hearers would 
earry the tune securely in spite of this omission. One 
of the most familiar of nursery-rimes begins 

HSrk I Hark I 
The dogi do hark 
T&e heggars are come to town. 
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The second and the third Imes reveal to ns that the 
rhythm is iambic; and this shows us that a short syl- 
lable has been suppressed in both of the feet of the first 
line. If we translate the three lines into symbols we 
have this : — 

[w]-l[v]- 

V — I w — 

W— I WW — I V — 

Take another nursery-rime quite as well known : -— 

Pease porridge hot. 

Pease porridge cold| 
Petee piorridge in the pot 

Nine days old. 

We all remember how this is to be spoken, with its 
marked pauses and with its accompanying clapping of 
the hands. We see that the rhythm is trochaic ; and 
although many of the short syllables are missing, the 
place of each one of them is taken by a pause, by a 
silence, by a rest (as it would be called in musical no- 
tation). And yet our memory assures us that these 
silences do not interfere with the carrying of the tune. 
The four lines might be represented in tJiis way : — 

^[J\ I -wl -[w' 

-[w] l-wl -[w] 
-H|-w|-wU[w] 

-[v]l-[v]|-[w] 

Perhaps the omissions can be made more evident by 
noting the omissions in the lines themselves: — 

Pease [w] I porridge | hot [w] 
Pease [w] I porridge | cold [w] 

Pease [w] I porridge | in the | pot [w] 
Nine [w] I days [J] \ old [w] 
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An even more striking illustration of the instinctiye 
ease with whioh short syllables may be suppressed, if 
their places are taken by pauses, by rests, can be found 
in another nursery-rime, — that whioh invites us to 
sing a song of sixpence. One line of this, 

Now wu n't that a dainty diih to set before the King ? 

makes it plain that we have here an iambic heptameter 

And yet at the end of the little ballad we are told 
about the maid in the garden hanging out the clothes, 
and we are i|if ormed that 

Down eame a blackbird and snipt off her nose. 

And we find ourselves forced to translate this thus : — 

[v] Down I [w] oame i a Uaok I [v] bird | and tnipt | [v] 
off I her noie. 

[w]- I [w]- I V- I [w]- I w- I [w]- I w- 

Thus represented the line seems to the eye arbitrary, 
not to say awkward ; and yet the untrained ear of a 
child has never had any difficulty in feeling the full 
{orce of the rhythm. If the emphatic syllables assert 
themselves, if the successive beats of the line are clearly 
perceptible, then the ear can carry the tune, even if 
the silences, the pauses, the rests, are frequent. The 
line is still divided into a series of equal periods ; and 
it is this series of equal periods that the ear expects 
and demands. The eye may be puzzled ; but the ear 
is satisfied. 

This device of boldly dropping out a short syllable 
in order to add weight to the long syllable, which then 
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stands forth alone, lias been utilized not only by tbe 
simple makers of ballads and of nursery-rimes bat also 
by the greater poets of our language. Tennyson was 
a devoted student of versification, and be found bis 
profit in all the ingenious devices of the adroit crafts- 
men who had preceded him. In one of his briefer lyrics, 
he may have taken a hint from the imknown writer of 
the nurseiy-rime about the beggars coming to town : — - 

Break, break, break, 

On thy cold gray stones, O Sea I 
And I woald that my tongne could utter 

Tbe thoughts that arise in me. 

In reading this stanza, with due regard to its inten* 
tion, we feel that each of the four lines is equal in 
the time of delivery and in the number of beats. Thus 
there is a harmonious and satisfactory effect on the ear, 
although the eye may inform us that there are only 
three syllables in the first line while there are nine in 
the third. The line with three syllables is equal to the 
line of nine syllables because it has intervals of silence 
equivalent in duration of time to the syllables it lacks. 
The stanza is really anapestic trimeter; and it may be 
thus represented: — 

L wv J — I [ w J - I [w w J — 

w — I LwJ w — I [wj V — 
w — I WW— I LWJ w — I w 

[wj w — I w w — I L^ J w — 

In one of his ^^ Cavalier Tunes" called *^ Marching 
Along," Browning got a series of vigorous effects by 
the repeated use of this device of substituting rests for 
actual syllables : — 

Kentish Sir Byng stood for his King, 
Bidding the orop-headed Parliament swing : 
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And, pressing a troop unable to stoop 
And see the rognes flourish and honest folk droop^ 
Marobed them along, flftj-sooie strong, 
Great-hearted gentlemen^ singing this song. 

On ezaminationy these lines are seen to be dactylio 
tetrameter, but with a free dropping out of Uie shorter 
syllables, which are not missed, since their places are 
taken by equivalent pauses, the rhythm therefore flow* 
ingon unbroken. Here is the translation into sym* 
* beds: — 

— w V I - L^ ^ J I - ^ v* I - L^ V J 

— VV I — Wwl — WW I — L^^j 

rw 1 — w w I — lyj w I — V w I — [ w wj 
wl—wvl— wwl— wvl— L^^J 

— WW I — L^wJ I — WW I — L^^J 

— WW I— WW I — WW I — L^ ^J 

Another peculiarity is to be noted both in Tenny- 
son's stanza and in Browning's : syllables that may 
seem to be suppressed in one line sometimes appear in 
another. At the end of Tennyson's third line, we find 
utter^ which gives the line a short syllable too much ; 
but at the beginning of the fourth line we find that 
there is a short syllable too little. Perhaps the rhythm 
has been carried over from one line to the next. So at 
the beginning of Browning's third and fourth lines, 
we find a short syllable and^ which is not needed in 
the first foot of either of these lines, but which stands 
instead of one of the two short syllables omitted at the 
ends of the lines preceding these two. This is evidence 
that the poets were not composing their lines one by 
one, and that they were thinking rather of their 
stanzas as wholes. These suppressions and msertions 
may seem abnormal to the eye which is looking for 
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exact symmetry; but they are quite normal to the ear 
which is held by the swing of tiie rhythm. 

It should always be remembered that poets com- 
pose their lyrics not only for the ear, but also by the 
ear. Sometimes a poet does not write down his song 
until he has made it up in his head, chanting it to 
himself and fitting it to the tune that is running in his 
own ears. Scott, for example, often beat out his bold 
ballads while he was on horseback. Tennyson composed 
in the open air on the slopes of the hills of Haslemere ; 
afterwards he tested what he had done when he put 
it down in black and white ; but it owed its rhythmio 
ease to the earlier labor far from his desk. Composing 
to please his own ear, first of all, and then the 
ears of all who might speak Ids lines, the poet does not 
care whether the printed poem happens to conform 
to academic rules which are the result of the mistaken 
belief that poetry should appeal primarily to the 
eyes, — a belief that no true poet has ever held. 
Professor Gximmere has reminded us that Coleridge 
and Wordsworth, Scott and Tennyson, all read their 
verses in ^^akind of chant " ; and Hazlitt has recorded 
that in the case of the three older poets,lEhis ^^ acted as 
a spell upon the hearer." And then Professor Gmnmere 
adds the needed explanation that ^^this chant was 
not singsong ; singsong simply shows the feet, baldly 
asserts meter, while rhythmical reading does justice 
to cadence and the harmonious movement of the 
verse." 

The poet may even choose to print his lines in a 
form which will possibly at first puzzle the eyes of 
those who seek to declare its metrical scheme; and 
this he does unhesitatingly if he has made sure that 
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the rhythm is easily apprehended by the ear. Here ia 
the opening stanza of one of Poe's most beautiful 
lyrics, " For Annie " : — 

Thank Heayen I the eiisisy 

The danger is pait, 
And the lingeiiDg illneis 

l8 orer at lait 
And the fever called ** Lifing* 

Is conquered at last. 

The ear seizes the rhythm of this at onoe, and is per* 
f ectly satisfied with it, howeyer muoh the eye may be 
at a loss to declare just what the apparently irregular 
meter really is. This perplexity is due to the fact that 
the eye sees six lines as the poet has printed his poem, 
whereas the ear catches only three, each of which is 
an anapestio tetrameter. The transcription into signs 
shows this clearly : — 

[wj W — I WW — I w 

W— I WW- 
WW— I WW— I w 

W— I WW I — 
WW— I WW — I w 
w— I w w— 

The actual scheme is clearly revealed when we put 
these symbols into three lines : — 

LW J W— I WW— I WW— I WW — 

vw-lvw-lwv-lvv- 
„v-lvv-lww-| ww- 

In his snggestiTe essay on the " Eationale of Verse," 
Poe adduced a most striking example of a poet's lade 
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of regard for tbe eye of the reader. He quoted the 
opening lines of Byron's ^^ Bride of Abydos " (in which 
the British bard was echoing Goethe) : — 

Know ye the land where the oypress and myrtle 

Are emblems of deeds that are done in their clime, 

Where the rage of the vulture, the love of the turtle. 

Now melt into sorrow, now madden to crime ? 

Know ye the land of the cedar and vine, 

Where the flowers ever blossom, the beams ever shine; 

Where the light wings of Zephyr, oppressed with perfume, 

Wax faint o'er the gardens of GtU in her bloom; 

Where the citron and olive are fairest of finiit, 

And the voice of the nightingale never is mute. 

The American poet-critic then asked how tliese 
lines are to be scanned. The first is obviously dac- 
tylic, but the last is as obviously anapestic, and more 
than one of the others is doubtful in its apparent irreg- 
ularity. If the lines are considered severally, we are 
at a loss to declare the rhythm in which this beautiful 
prelude is written. But Byron did not compose them 
severally; he composed them continuously, or rather 
he composed the passage as a whole regardless of its 
division into lines. He was appealing to the ears of 
the hearer and not to the eyes of the reader, certain 
that the ears can carry the tune without regard to 
any division into lines for the purposes of print. Con- 
sidering the passage as a whole, we observe that the 
rhythm is dactylic from beginning to end, even in 
those lines which, taken by themselves, may seem to 
be anapestic. The syllables which appear to be 
missing at the end of the first line are to be foimd at 
the beginning of the second; and those missing at 
the end of the second are to be found at the begin- 
ning of the third ; and so on. 
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In other words, the poet is free to select his pattern 
at wilL He may choose a trochaic or an iambic rhythm, 
a dactylic or an anapestic. Having decided on the 
number of his beats, of his long syllables, he must ac- 
custom our ears to the pattern he has resblved upon. 
When this tune has rung in our ears he must sustain 
it with his long syllables, but he is at liberty to vary 
his short syllables at will, and even to suppress them, 
if these changes do not interfere with the tune of the 
verse. When we have once perceived the pattern, we 
are willing enough to allow the poet the privilege of any 
variation which does not interfere with the tune which 
he has given us to carry in our heads. 

Sometimes he profits by this liberty at his peril 
because he cannot always make sure that we are going 
to take his lines in exact accordance with his metrical 
intent. He may have supposed that his suppression of 
a short syllable, his substitution of a trochee for an 
iambus would not interrupt the flow of the rhythm. 
And he may have been at fault in this supposition, 
since for some reason unforeseen by him, the sup- 
pression or the substitution may call attention to 
itself and thus break the current of the rhythm. If 
this happens the poet can find no excuse in pointing 
out that the license he took was authorized by the 
practice of some earlier master of verse. If the mis- 
fortune befalls him, he cannot daim exemption by 
citing precedents. It is by the result of his own 
work that the poet must be judged. If his lines fail 
to fall agreeably on the ear, then is the poet himself 
at fault. 

The poet, no less than the prose-writer, is bound to 
observe what Herbert Spencer called the principle of 



RHYTHM £9 

Economy of Attention. At any moment any one of 
us has just so much attention to give to the man who 
is addressing us. Some of this attention is neces- 
sarily taken up by the effort of seizing what he is 
saying ; and therefore the less his manner attracts our 
notice, the more attention we shall have to bestow upon 
his matter. The more clearly and the more simply he 
can deliver his message, the more amply can we re- 
ceive it. The poet has something to say to us and 
he employs verse to convey this to our ears ; therefore 
whenever the verse itself arrests our attention we 
have just so much the less to bestow upon what he has 
to say. If he has once set the tune and aroused in us 
the interest of expectancy for a definite rhythm, then 
whenever he violates this accepted rhythm he forces 
us suddenly to consider his instrument, and our in- 
terest is thereby at once distracted from his meaning. 
Therefore, it is safer for the poet to vary his lines 
very cautiously and to keep in mind always the 
limitations of the human ear, since it is only 
through the ear that he can move the soul of his 
fellow-man. 

And we as readers must do our part also. We A^' 
must read verse aloud as the poet meant us to ./ 
read it, as he read it himself when he sang it into 
being. " We must restore to poetry its primary 
intention as cadeneed and melodious verse," so Pro- 
fessor Gummere has declared. ^' What is a lyric with- 
out its rhythmical values ? What is the wild water of 
a brook when it is dammed into a duckpond ? The 
very tropes and figures depend upon this charm of 
movement, like flashes of light thrown back by the 
hurrying waves. Yet we are so afraid of singsong, and 
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eren more afraid of the pathetic and sentiiiieiital, 
that we supprees all oadencea, and oome out trium- 
phant with a hybrid sort of performance that reminds 
one of a bird which ihould flap its wings without 
flying.'* 
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Here, wt the ontaet, we find poreoieel j what differentiates rene from 
prose. These two possess mnoh in oommon. Their ideals are often sim- 
ilar ; their suh jeets may he identical ; their cadences sometimes coin- 
cide. Tet there is an essential difference, which has seldom heen rightly 
stated, and which is a difference of mechanical method. The units of 
prose are diTcrse, irregular in length, rarely conformed to a common 
pattern. In rerse, on the other hand, succession is continuous. Some- 
thing recurs with regularity. This is the distinctiTe note of verse, 
making its structure differ from that of prose ; no other absolute line 
of demarcation can be drawn. T^ypicsl recurrence, uniform repetition, 
is the prime postulate of meter. — T. S. Omovd : A Study o/Md€r, 

We liave seen that the habits of the English language 
are such as to make it practically impossible to write 
English verse except in one of the four rhythms which 
we call iambic, trochaic, anapestic and dactylic. And 
the practice of the poets reveals that any poem in our 
language must be in one or another of these rhythms. 
The poet, having accustomed our ear to the rhythm he 
has chosen, must keep to the pattern of his choice. He 
must give us the succession of beats in the order he has 
promised them to us. He may make varied substitu- 
tions and frequent suppressions inside his lines, but he 
must preserve always the expected framework of the 
chosen form. That is to say, he must decide once for 
all, whether he will compose in an iambic rhythm or a 
trochaic, an anapestic or a dactylic. 

Of these four rhythms, the iambic has ever been the 
&vorite. Indeed, there seem to have been periods when 
it was the only rhythm known. In King James' rules 
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for writing yerse, published in 1585, only the iamboi 
IB oonsidered, 849 if it was the sole possible riiydim. Even 
in Greek, Aristotle held the iambic to be the most ool- 
loquial, since ** conversational speech mns into iambic 
form more frequently than into any other kind of 
verse." Probably nine tenths of English poetry is iam- 
bic; this is the basis of the blank verse of Shakspere*s 
plays and of Milton*s epic, of most ballads old and new, 
of the heroic couplet of Dryden and of Pope, of the 
sonnet, and of a large majority of the hymns. Even in 
the nineteenth century, when poets were eager in de- 
vising new stanzaic arrangements, most of them dung 
to the iambus. Perhaps this immense popularity is due 
to the simplicity of the rhythm, with its short followed 
by a long, in accord with the rhetorical precept of put- 
thig the emphasis at the end. Perhaps it is due to the 
fact that when the iambic is once established in the ear 
of the listener, the poet can avoid monotony by a wide 
variety of substitutions and suppressions. 

Altiiough iambic and trochaic rhythms consist in a 
similar succession of alternating longs and shorts, the 
iambic is &r bolder ; it is more masculine ; it has a 
direct vigor, which seems often to be lacking to the 
trochaic. The iambic apparently has a majesty of its 
own which fits it for loftier themes. The trochaic is 
gentler, sweeter, more feminine, adapted for consola- 
tion rather than for reinvigoration. It is inferior in 
terseness and in sharpness. 

The^apt{tSSt4&JCb]c£^ ^^ served chiefly for satire 
and for humor, until the nineteenth century, when Eng- 
lish poets began to appreciate it and to employ it for 
nobler topics. It was the favorite of Swinburne, who 
handled it with superb freedom and mastery* 



N. 
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The dactylic rhythm is least nsed of the four, al- 
though Hood proved that it had advantages of its own, 
and although Browning employed it with dear under- 
standing of its special characteristics. 

In rimeless verse a poet might let any one of these 
rhythms flow on indefinitely, breaking off only when . 
he had come to the end of his topic. But this un 
broken flow is too fatiguing for the ear ; and there- 
fore poems are divided into lines, so that the ear can 
have, intervals of rest. When a rhythm is thus cut 
into sections we have meter, for we can measure 
every line by the number of times the foot happens to 
be repeated. In the verse of the modem languages, 
the ends of the lines are generally distinguished by 
rimes, a device unknown to the ancients. In some 
modem languages, especially in French which lacks 
boldness of accent, these terminal rimes are so im- 
portant as to be almost essential. But in English, al- 
though rime is useful, it is not necessary; and the 
poets of our language have adventured themselves in 
many forms of unrimed verse. 

Whether there is or is not a terminal rime, there 
is generally a pause of some sort to mark the end of 
the line ; and there is often a full stop, although the 
more accomplished masters of meter reveal their dex- 
terity in carrying over the sense from line to line 
while still keeping the structure distinct. Here again 
the appeal is to the ear and not to the eye ; the poet 
may choose to print his lines to suit his own whim ; 
but the way in which he presents them does not de- 
termine the metrical scheme. That is decided by the 
ear of the listener and not by the eye of the reader. 
We may even disregard the arrangement of the rimes 
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in deciding what the meter really is. For wrample^ 
Shelley chose to write this as six lines : -^ 

Arethnsa aroM 

From litr ooaeh of snows 
In the Aerooenuinian mountains, — 

From olond and from orag, 

With many a jag 
Shepherding her bright foantaini. 

And Scott chose to write this as four lines : — 

Who spilleth life, shall forfeit life. 

So bid my lord believe ; 
That lawless love is guilt aboye. 

This awful sign reoeive. 

While Macaulay was satisfied to set this down as 
only two lines : — 

Now glory to the Lord of Hosts, from whom all glories are ; 
And glory to our sovereign liege, King Henry of Navarre. 

But however different these three on the printed 
page may appear to the eye, the ear recognizes them 
at once as identicaL They are all three of the iambic 
heptameter, modulated by occasional anapests. And 
when we translate them into symbols we see that 
Shelley's 

WW— I WW- 
WW— I w — 

wv-lww-lvw-U 

W— I WW — 
W— I WW — 

— w I w— I w— I w 



and Scott's 



w— I w — I w— I w« 
w— I w— I w— 

w— I w— I w— I w 
w— I w— I w — 
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are really the same as Macaulay's 

w— |w— Iw— Iv— |v— |v— |w— 
w— I V— I w— Iww— I V— I V— I w — 

The differme: typographical presentations and the dif- 
faring rim^rr^y I disregarded since the 
effect upon the ear is identical in all three cases. 
Other examples of the advisability of disregarding the 
way in which the poet may have written his lines have 
been given in the second chapter, — firom Poe*s *^ For 
Annie " and from Byron's ^^ Bride of Abydos." In all 
these poems, the way in which the poet has preferred 
to present these lines to the eye of the reader is not 
really the way in which he composed them for his 
own ear and for the ears of his futare readers. 

There is no limit to the number of feet which may 
be included in a single line, except in so far as excessive 
length may impose an undue burden on the ear and 
make it more dif&cult to carry the tune. Swinburne 
wrote a ballade in anapestic hexameter : — 

There are cliffs to be olimbed on land, there are wajs to be 

trodden and ridden ; bnt we 
Strike out from the shore as the heart invites and beseeches, 

athirst for the foam. 

And once he even ventured on a long-drawn ana- 
pestic octameter, which called for twenty-four syllables 
in every line : — 

Ere frost-flower and snow-blossom faded and fell, and the 
splendor of winter had passed out of sight, 

The ways of the woodland were fairer and stranger than dreama 
that fulfil OS in sleep with delight. 
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Biohard Hovey essayed m line of nine i 



Let him await Another who shall oome and tit in the Sieft 

Perilona, 
And live. In Him shall he behold how light ean look in daric* 

ness and forgive. 

Tet in practice the poets have rarely chosen to em* 
ploy any line longer than the heptameter ; and the 
pentameter has been used more often than any other 
measure ; it is the meter of the heroic couplet, of blank 
verse and of the sonnet. The reason for the popularity 
of these meters is physiological ; the pentameter and 
the heptameter adjust themselves to the normal 
breathinf; and are delivered by the voice, easily and 
without conscious effort. The tetrameter ezacdy ao- 
cords with the rate of breathing of the average man ; 
and this accounts for its ^^ fatal facility.'' 

This principle was worked out by Oliver Wendell 
Holmes in his suggestive paper on the ^* Physiology 
of Versification." The average man breathes twenty 
times a minute ; and in a minute the average man 
will read aloud about twenty lines of ^^ Hiawatha" 
or of ** Marmion *' ; that is to say, he will probably 
pronounce one line to each expiration of the breath, 
taking advantage of the pause at its close to breathe 
in again. ^^ The only effort required is that of vocal- 
izing and articulating; the breathing takes care of 
itself, not even demanding a thought except where 
the sense may require a pause in the middle of a line. 
The very fault foimd with these octosyllabic lines is 
that they slip away too fluently, and run easily into a 
monotonous singsong." We need only recite a brief 
passage firom either Scott's poem or Longfellow's to 
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assure ourselves that this adverse critioism is well 
founded. Here is an extract from *' Marmion " : — 

Thin onrling in the morning air, 
The wreaths of failing smoke declare 
To embers now the brands decayed. 
Where the night-watch their fires had made. 
They saw, slow rolling on the plain. 
Full many a baggage-cart and wain, 
And dire artillery's clumsy car. 
By sluggbh oxen tugged to war. 

In Longfellow's ** Hiawatha,'' the singsong effect 

is probably intensified by the trochaic rhythm and 

also to some slight extent by the deliberate repet^ 

tions : — _ o -- ^ ^ ^ j 

^u\jkhe fearlesi^ffiMratba ^ 
Heeded nSt Her winpSn's w&ping ; 
FSth Hb itoode uttotfie f west, 
Ai each stride a mile he measured ; 
Lurid seemed the sky aboye him, 
Lurid seemed the earth beneath himi 
Hot and close the air around him. 
Filled with smoke and fiery yapors, 
As of burning woods and prairies, 
For his heart was hot witiiin him, 
Like a living coal his heart was. 

The iambic pentameter line, so Holmes declared, 
will probably be read at the rate of about fourteen 
lines a minute. '^If a breath is allowed to each line the 
respiration will be longer and slower than natural, and 
a sense of effort and fatigue will soon be the conse* 
quence " ; but this is rarely felt because there is a 
break or a pause generally about the middle of the 
line, which serves as a breathing-place. '^This gives a 
degree of relief, but its management requires care in 
reading." Probably the immense popularity of the 
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pentameter is in part dne to the fact that it if not ao 
easy that it slips into singsong, and in part that it oaa 
be adjusted readily to the natural processes of the 
vocal apparatus. 

The iambic ^^^egtemeter, which is the << common 
meter ^^TCT'^ffie hymn-books and the meter of most 
of the ballads, and which is perhaps the most popu- 
lar of English meters after the pentameter, is also 
satisfactory firom a physiological point of view, since 
the fourteen syllables of the normal iambic line sub- 
divide themselves into sections of eight and six, allow- 
ing a longer pause at the end of the line. Even when 
a fair sluure of anapests has been substituted here and 
there for the normal iambs, there are still not more 
syllables in the section than can readily be uttered 
by a single breath, as can be observed by reading aloud 
the quotations firom Shelley, Scott and Macaulay. 

Since verse is written to be spoken and to be heard, 
to be read aloud and not merely to be read, it is not 
difficult to see why the iambic hexameter has never 
been a favorite with the poets of our language. Dr. 
Holmes declared that it was ^* almost intolerable, from 
its essentially imphysiological character. One can read 
the ten-syllable line in a single expiration without any 
considerable effort. One instinctively divides the four- 
teen-syllable line so as to accommodate it to the respi- 
ratory rhythm. But the twelve-syllable line is too much 
for one expiration and not enough for two." Here are 
a few lines from Drayton's " Polyolbiou " which will 
serve to show the justice of these remarks : — 

The naiads and the nymphs extremely oyerjoyed. 
And on the winding banks all busily employed. 
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Upon this joyfnl day, some dainty ohaplets twine: 
Some others chosen out, with fingers neat and fine, 
firaye diadems do make ; some haldrios np do bind : 
Some garlands : and to some the nosegays were assigned. 

Browning chose iambic hexameter for his ^^ Hfine 
at the Fair " ; and perhaps the unfortunate meter is 
one reason why this poem has never attained an equal 
popularity with many of his other poems. 

Dr. Hohnes assei*ted that this critical test of poetry 
by the stop-watch, and its classification according to 
it. harmonizing more or les. exactly with a great vital 
function, is exactly scientific ; but he warned us that 
we must not overlook the personal equation. A man 
««of ample chest and of quiet temperament may 
breathe habitually only fourteen times a minute, and 
find the iambic pentameter to correspond with his re- 
spiratory rhythm, and thus easier than any other for 
him to read. A person of narrower frame and more 
nervous habit may breathe of tener than twenty times 
in a minute, and find the seven-syllable verse of 
Dyer's ^Grongar Hill' fits his respiration better 
than" the tetrameter of Scott and Longfellow. In 
childhood, before we have attained to the full-lunged 
power of our maturity and when our breathing is 
quicker than it is later, we find the briefer meters 
easiest ; and perhaps this accounts for the frequency 
of dimeter and of trimeter in our nursery-rimes: — - 

Goosey, goosey, gander, 
Where do you wander ? 

and 

Little Miss Moifet 

Sat on a toffet 

Eating her curds and whey. 
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As these nursery-rimes are artfoUy adjusted to 
the undeveloped breathing apparatus of the rerj 
young, so the patriotic chants of the several nations 
are never too long in meter, being gaged to the 
average of human respiration, as we perceive when 
we consider ** Yankee Doodle " and ^* Qoi Save the 
King," the *^ Marseillaise " and ** What is the Gterman 
Fatherland?" ''Nothing in poetry," Dr. Holmes in- 
sisted, ''is widely popular that is not calculated 
with strict reference to the respiratory function." 
And then he made the striking suggestion that " the 
unconscious adaptation of voluntary life to the or- 
ganic rhythm is perhaps a more pervading &ct than 
we have been in the habit of considering it. One can 
hardly doubt that Spenser breathed habitually more 
slowly than Prior, and that Anacreon had a quicker 
respiration than Homer. And this difference, which 
we conjecture from their rhythmical instincts, if our 
conjecture is true, probably, almost certainly, charac- 
terised all their vital movements." It would be inter- 
esting to push this suggestion further and to consider 
how much light the favorite meters of Tennyson and of 
Browning, of Swinburne and of Longfellow, of Whit- 
man and of Kipling, may shed on their physiological 
organization. A French student of versification has 
insisted that the hexameter of the Greeks and Latins 
and the so-called alexandrine of the French (iambic 
hexameter) mark the limit of single expiration of the 
human voice; and that therefore no longer line can 
ever succeed in winning a wide popularity. 

When the poet has chosen his meter and when he 
has established in our ears the expectancy proper to it, 
he is free to vary the strict monotony of the line, by 
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additions, by substitutions, by suppressions, and by 
shifting bis central pause. He may do these things at 
his pleasure for our pleasure, within the sole restric- 
tion that he must not disappoint our ear of its expect- 
ancy. He must not violently force us to read any 
lin/unna^n^y, by xnisplacJg a nonnal accent or by 
unduly prolonging a syllable. He must so compose 
that when we read for the meaning we are reading 
also for the meter. Emerson declared that it was the 
secret of Shakspere's Terse *^that the thought con- 
structs the tune, so that reading for the sense will 
best bring out the rhythm.^' If a line satisfies the ear, 
when it is read naturally with full regard to its con- 
tent, then it is a good line prosodically ; since there can 
be no other test. If it fails to satisfy the ear, as we 
read it aloud, then the fault might be ours, for we 
may have read it wrong ; but on the other hand the 
fault might be the poet's, for he may not have been 
able to impose on us the rhythmic sequence he in- 
tended. It is the poet's duty not only to feel his 
rhythm himself, but so to transmit it that we cannot 
faU to feel it also. H he does not succeed in this, he 
yiolates the principle of Economy of Attention; he 
interrupts the current of sympathy ; he throws us off 
the track. Herbert Spencer notes that we are put out 
by halting versification: ^^Much as at the bottom 
of a flight of stairs, a step more or less than we 
counted upon gives us a shock, so, too, does a mis- 
placed accent, or a supernumerary syllable," in the 
wrong place. And this is in accord with the advice 
given by Boileau in his " Art of Poetry " : — 

Write what your reader may be pleased to heac, 
Aud for the measure have a careful ear ; 
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On easy nnmben fix your happy ehoioe; 
Of jarring aoondi avoid the odioni noiae; 
The fnlleit yene, and the most labored sense — 
Displease ns if the ear <niee take oifenoe. 

We have seen already that in the iambic penta- 
meter the poet is at liberty to add a short qrllaUe at 
the end of his line : — 

To be» or not to be : that is the qnestiSn* 

We have seen also that he can substitute a trochee 
for an iambus in the opening foot : — 

f 5r a Mnse of fire, that woold aseendi 

or in ahnost any other foot in the line : — 

A kingdom for a stage, piihcfis to act. 

He may also substitute a spondee for an iambus, as 
Hilton often does : — 

O'er bog or steep, through strait, rongh, dense, or rare, 
With head, hinds, wings or feet, pursues his way ; 
And swims, or sinks, or wades, or creeps, or flies. 

So strongly accentual is our language that two con- 
secutive long syllables in any iambic line are likely to be 
read as an iambus by our unconscious shortening of 
the first of the two or by our unconscious lengthening 
of the second. And yet in these lines of Milton's it is 
almost impossible not to feel that the foot is really a 
spondee, infrequent and unnatural as that foot may be 
in English verse. If we read for the meaning only, 
without in any way forcing the rhythm, rough and 
dense in the first line and hands and wings in the 
second, are long syllables, of equal weight. Milton is 
ever a marvelous metrist, bending sounds to do his 
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bidding as no other English poet has ever been able 
to do. 

Milton, Pope and Tennyson are the three English 
poets whose artistry in verse is most certain. Their 
Series of poetry Were very different ; but eaeh of 
them was a deliberate and conscious artificer. ^* Again 
and again," wrote Wordsworth in a letter, ^^ I must 
repeat that the composition of verse is infinitely more 
of an art than men are prepared to believe, and ab- 
solute success in it depends upon innumerable minu- 
tisB. • . • Milton talks of pouring easy his unpre- 
meditated verse. It would be odious and untrue to 
say there is anything like cant in this, but it is not 
true to the letter and tends to mislead. I could point 
out five hundred passages in Milton upon which labor 
has been bestowed." In nothing is Milton*s art more 
obvious than in the skill with which he modulates his 
lines, keeping the tune intact for the ear of the listener 
and yet delighting this ear by the delicately chosen 
variations of accent. Without breaking his rhythni he 
can substitute trochees and spondees for iambs ; and 
he can change the march of his line to accommodate it 
more expreasively to his thought, making the Mund 
echo the sense. There is no English poet whose ver- 
sification better repays the most careful study; and 
it is wonderful to discover how he can achieve massive 
effects by apparently simple devices. His verse justifies 
itself to the ear ; but it is so dextrously adapted to the 
ear that it has often puzzled the eyes of the theorists 
who have sought to apply an arbitrary method of 
8}0lable-counting, into which Milton's liurge and free 
lines frequently jfail to fit. 
: While Milton is the mighty master, the verse of 
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many other poets rewards analysis. Especially to be 
noted is the pleasure the poet gives our ears when he 
modifies his tempo to aooord with a change in the 
thought he is expressing. Emerson, for example, is often 
careless in his versification, not bestowing on it the 
unhasting and unresting attention which dharacteriiet 
Milton's composition. Yet, on occasion, Emerson at- 
tains to a lofty level of lyric beauty : — 

Thou eamt not wave thy staff in air, 
Or dip thj paddle in the lake. 
But It earret the bow of beanty there, 
Al&d tfie ripplel iii rime the oar f onake. 

A part of the ease and melody of the last line of this 
quatrain is the result of the substitution of the two 
lighter anapests for the more sedate and stately iambs. 
There are fourteen feet in the quatrain and all but 
three are emphatically iambic. The three anapests 
occur at exactly the right intervals to lighten the 
movement most felicitously. And consider also this 
quatrain of Brovming's : — 

GvBr the sea our galleys went. 
With eleaying prows in order brave, 
T5 & speeding wind and & bounding ways, 
A gallant armament. 

Something of the buo3^anoy of the first line is due 
to the substitution of a trochee for an iambus in the 
first foot; and the two anapests in the third line, so a 
critic has declared, ^^ give life and rapidity to the motion 
which the first two lines picture as vigorous and steady."' 
The return to strict iambics in the final line ^* restores 
the original impression and enriches it with the added 
notion of security." 
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Attention has been called in the preceding chapter 
to the fact that the short syllables of a foot may be 
omitted at the beginning of a line or at the end or 
even within the line. It may be well to adduce other 
examples. Especially in dactylic rhythm either one or 
both of the short cfyllables at the ends of the lines may 
be suppressed with the result of enriching the verse by 
a variety which pleases the ear. We may take, for 
example, this stanza of Hood's ** Bridge of Sighs/' 
written in dactylic dimeter: — 

One more Unfortunate, 

Weary of breath, [v v] 
Rashly importunate, 

Grone to her death I [v J\ 
Take her up tenderly. 

Lift her with care ; [v v] 
Fashioned so slenderly, 

Young, and so fair I [w v] 

The suppression of the two final short syllables which 
is only casual in Hood's poem may be consistent, as in 
this stanza of Austin Dobson's *^ On a Fan," written 
in dactylic trimeter: — 

Ah, but things more than polite 

Hung on this toy, voyez-vous ! 
Matters of state and of might, 

Things that great ministers do 

Things that, may be, oyerthrew [w J\ 
Those in whose brains they began ; [w w] 

Here was the sign and the cue, — [w v] 
This was the Pompadour's fan I [y J] 

Although the short syllables of the iambus and of 
the dactyl are those which are most likely to be sup- 
pressed, sometimes even the long syllable of the iambus 
may be omitted, its place being ti^:en by an equivalent 
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rest Of diis as good an exampk as any may be foand 
in one of Macaolay's stirring ballads: — 

And bow ean man die better M tban laeiiig fearful odds, 
For tbe asbet of bis fatben, ana tbe templet of bis gods T 



Another example, from Austin Dobson, shows the 

suppression of the long syllable in three lines out of 

four: — 

Tbe ladies of St James's [.] 

Go swinging to tbe play ; 
Their footmen run before tbem, [-] 

With a <« Stand by I Clear tbe way I** 
But Pbyllida, my Pbyllida I 

Sbe takes ber baokled sboon, 
Wben we go ont a-eonrting [.] 

fieneatb tbe barrest-moon. 

One frequently employed method of lightening verse 
is to add a short syllable at the end of an iambic line, 
thereby permitting a double rime, which relieves the 
monotony of the emphatic termination of the ordinary 
iamb. Sometimes this added syllable is at the end of 
the first and third lines, as in this stanza of Pea- 
oook's ^^Love and Age " : — 

Yon grew a lovely roseate maiden, 

And still our early Ioto was strong ; 
Still witb no care oor days were laden, 

Tbey glided joyously along; 
And I did Ioto yon yery dearly — 

How dearly, words want power to sbow; 
I thoagbt your beart was toucbed as nearly ; 

But tbat was fifty years ago. 

Or the extra syllable which makes the double rime 
may be appended to the second and fourth lines, as in 
this stanza of Praed's ^^ Belle of the Ball-^xx>m " : — 
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She smiled on many, just for fan, — 

I knew that there was nothing in it I 
I was the first — the only one 

Her heart had thought of for a minntey — 
I knew it, for she had told me so, 

In phrase which was divinely molded; 
She wrote a charming hand, — and oh I 

How sweetly all her notes were folded I 

The methods of avoiding monotony most often to be 
observed are the use of double and treble rimes, the 
shifting of the pause which occurs toward the middle 
of a line and the interchange of one foot for another 
at exactly that point in the line where the substitution 
helps to bring out the thought. Sometimes — as>lre 
have already seen — these substitutions may be so 
free and so frequent that we are almost in doubt 
whether a rhythm is really iambic or anapestic, — as 
in this stanza from a ballad of Scott's : — 

Oh I I lo'e weel my Charlie's name, 

Though some there be that abhor him; 
But oh I to see the deil gang hame 

Wi' a' the whigs before him I 
(ww] Over the water, and oyer the sea. 

And over the water to Charlie; 
Come weal, oome wo, we 11 gather and go^ 

And liye and die with Chw lie. 

Here there is no question but that the result is 
pleasing to the ear ; and while we may choose to mark 
off the iambs and the anapests for our own informa- 
tion, their intermingling matters little. As King James 
declared more than three centuries ago, ^^your ear 
must be the only judge and discemer." What the 
poet needs above all else is a natural ear for the tunes 
of verse. Without this, he will unceasingly blunder 
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and annoy us with the harshness of his lines. With it| 
he has the root of the matter in him ; and he can then 
go forward resolutely to acquire an added skill in 
handling the subtleties of metrical tedmic. *^ For if 
Nature be not the chief worker in this art,** to quote 
from King James once more, **rules will be but a band 
to Nature, and will make yon within a short space 
weary of the whole art; whereas if Nature be chief and 
bent to it| rules will be a help and staff to Nature.*' 






CHAPTER IV 

BIMB 

Wluite*er yoa write of, pltaianl or raliUiiit^ 
Alwsyi let eeoee eooomimiiy yonr rime ; 
Faleely they eeem eeoh other to oppoee, — 
Bime must be made with reaeon's law to eloee ; 
And when to conquer her yon bend yonr f oroe^ 
The mind will triumph in the noble eauae ; 
To reason's yoke she quickly wiU inclinoi 
Which, far from hurting, renders her divine. 

BoiiiBAu, Aft of PiMtry (as translated by Sonne). 

In all modem languages poetry is generally rimed; 
and even in English, in spite of our possession of 
Mftfilr y^faft, ft metrical instrument of surpassing 
power and variety, most of our verse is in rime. 
Although there is not yet any absolute agreement 
upon its rules, we may venture to define rime in Eng« 
Ush as an identity of the vowel-sound in the last long 
footand of aU^aw S9jffidft,J555^1^^ 

adigOTen((^m Vb^ummms^J^}^^ tesfjwe. 

i fcis final lo ng vogfiL Thus cAorm and alarm are rimes, 
charming and alarming^ charmingly and alarmingly. 
There must be a distinct difference in the consonant 
sound that precedes; cent and descent^ meant and 
lameTvt are not generally accepted in English as good 
rimes. Although it would not be difficult to cite from 
distinguished poets examples of the effort to pass off as 
rimes pairs of words in wUch there is no change 
in the consonant preceding the vowel of the final long 
syllable, there is an almost unanimous opinion that 
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this is oontrary to the best traditions of English 
poetry. Yet it is only fair to note that Lowell links 
recompense and eaipense^ Austin Dobson unites Mentor 
and tormentor^ Byron ties together philanthropie and 
misanthropic. It may be well to mention also that the 
principle that the accord shaU be on the Yowel of the 
final long syllable is violated by Walt Whitman who 
mates eoffidting and daring^ crowding and turning^ and 
by Poe who conjoins dead and tenanted. 

A rime on one syllable only, turn and discern^ is 
called single, or masculine. A rime on two syllables, 
turning and discerning^ is called double, or feminine. 
A rime on three syllables, beautiful and dutiful^ is 
called triple. 

A single rime is the natural termination of u 
and of anapestic rhythms : — 



and 



Here wm a type of the trne elder race, 

And one of Flntarch'i men talked with oi faee to faoe; 

The Anqrrian oame down like a wolf on the fold ; 
His cohorts were gleaming in silTer and gold. 



The double rime is the natural termination of tro- 
chaic rhythms : — 

And the people — ah, the people, 
They that dwell up in the steeple. 

And the triple is the natural termination of dactylic 
rhythms : — 

Ere her limhs frigidly 
Stiffen too rigidly. 

But the iambic and anapestic rhythms may have an 
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added short syllable, and in this case they have doable 
rimes: — 

The time I Ve lott in wooing. 
In watching and punning; 

and 

liOt the wind take the green and the gray le&f 

Cast forth without fruit upon air ; 
Take rose-leaf and vine-leaf and bay-le&f 

Blown looee from the hair. 

In like manner the short syllable may be dropped at 
the end of a trochaic rhythm, and then we have a single 
rime: — 

laves of great men all remind us 
We can make our lives snhlime, [v] 

And departing leave behind us 
Footprints on the sands of time. [J] 

And in a dactylic rhythm either one or both of the 
short syllables at the end of the line may be omitted, 
with the result that in the first case we have a double 
rime and in the second a single rime : — 

8till, for all slips of hers, 

One of Eve's family — • 
Wipe those poor lips of hers 

Oozing so clammily. 
Loop up her tresses \J\ 

Escaped from the comb. 
Whilst wonderment guesses 

Where was her home ? 

Since poetry must be considered always as something 
to be said or sung, there should be absolute identity 
of sound in the vowels and consonants which make 
up a rime. The ear is the judge, not the eye, and 
therefore identity of spelling is not sufficient. Height 
does not rime with eight; but it does rime with 
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iightj bUe^ indict and proselyte. One does not rime 
with gone or with tone or with shone ; but it does 
rime with eon and with dun. Tomb is no rime for 
comb or bomb or rhomb; bat it mates perfectly with 
doom and sptime and rAet/m. Our English orthognip 
phy is chaotio in its disregard of the proper phonetio 
representation of the sounds of our language; and 
therefore it is the worst of guides for the poet who 
seeks to delight our ears. If he is tempted to link to- 
gether two words which lack the needful identity of 
sound, whether they are or are not identical in spelling, 
he violates at once the principle of Economy of Atten* 
tion. He fails to provide the listeners with the specific 
pleasure he has led them to anticipate. He has with- 
drawn their interest for a moment from his meaning 
to his machinery. While they are asking themselyes 
whether what he has given them was meant for a 
rime or not, and whether it really is a rime, the 
eurrent of their sympathy is cut off. He may feel that 
he is forced by the paucity of pairing words at his 
command to take the nearest approach to a rime 
that he can lay his hand on ; but he does this at his 
peril. The listeners may forgive this, if the poem as a 
whole appeals to them and pleases them ; but none the 
less are they likely to feel that this false rime is a 
blemish, just as they would resent his forcing the ac- 
cent upon some syllable where it does not naturally 
belong. A false rime affects a sensitive ear like a 
false note in music. 

It may be that this insistence upon rigid identity 
of sound is a counsel of perfection, and that it sets 
up too exalted a standard. And it is a fact that many 
poets of high distinction have on occasion fallen from 
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grace and descended to marry pairs of words which 
protested more or less violently against the wedding. 
Foe linked valleys and palace ; Mrs. Browning con- 
joined remember and chamber; Bret Harte tied to- 
gether rarest and heiress; Whittier imited Eva and 
give her; Kipling weds abroad and lord; Browning 
coupled windows and Hindus^ as well as spider and 
consider; Keats combined critics and prickets; Ten- 
nyson put together pair and her ; and Emerson went 
so far as to join in matrimony woodpecker and hear. 

It cannot be d<Aiied that these poets are great in 
their several degrees in spite of these atrocious rimes, 
more or less resented by every one who has a sensitive 
ear for the melody of verse. The moment we admit 
that the appeal of poetry is primarily to the ear, we 
must confess that ^^ a rime to the eye " is an absurd- 
ity. Rime is a uniformity of sound; and as the 
younger Tom Hood aptly remarked, *^You do not 
match colors by the nose or sounds by the eye.'' 

There is something to be said, however, in behalf 
of certain inadequate rimes which are traditional, 
wMch have been employed by poets in every genera- 
tion, and which may be said to be accepted by con- 
vention. These are pairs of words like ecer and river^ 
shadow and m^adow^ heaven and even, love and prove. 
Of course, they are not really rimes at all ; and yet 
unless some such pairing is allowed, ever and shadow^ 
heaven and love are likely to go often unmarried, be- 
cause of the lack of fit mates in our language for these 
words which are a necessary part of the poet's vocab- 
ulary. The only exact rimes to love are glove and 
dove^ above and shove ; and the only exact rimes to 
heaven are leaven and seven and eleven. Now shove 
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if not a fit bride for love; and in serious Terse it is 
not often that heaven will mate itself spontaneously 
either with seven or eleven. There is a certain oogem^ 
in the plea that the union of shadow and meadow 
and these other marriages of reason have been ^le- 
gitimated by costom," as has been eUimed by one 
writer, who asserted that^rioer has jost got to rime 
with ever or the game cannot be played." Yet itmij^t 
be urged in rebuttal that this plea could be advanced 
only by a lover of poetiy long familiarised with the 
custom he defends, and that young readers, generation 
after generation, will feel a certain shock of dissatia- 
faction the first time these unhappy marriages are 
announced to them. The one safe rule is to abide by 
the rigor of the game and to avoid anything which 
may offend the ear of any one. 

For if we once abandon the belief that rimes ought 
to be rigorously exact to the ear of the listener, if we 
once accept any heresy of ^^ allowable rimes,'* then 
we have lost the true fsuth and we have parted with 
the sole compass that can guide us. At first we may 
wink at the minor infraction of the letter of the law 
and accept the tying together of ever and river^ for 
example, and of love and prove; and then we shall 
find it harder to resist the insidious claim of the 
t* rime to the eye,'* which would permit th^ mating 
of eight and sleight. Having gone so far on the wrong 
road, there is little to prevent us from ending our un- 
fortunate journey in a state of mind which might at 
last allow us to tolerate the pairing of bean and ocean 
and of plague and ague^ because of their identity of 
orthography. That way madness lies. And we shall 
do well to keep to the strait and narrow path. ^^ A 
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barbarous phrase/* so Ben Jonson onoe dedared, and 
perhaps he would have included a barbarous rime, 
*^hath often made me out of love with a good sense, 
and doubtful writing hath wracked me beyond my 
patience.'' 

we set u p_thfi.tegt.QfjB»ct r epetition of so und,_ 

fA olhiAijj Ka unlling f.n aliuL^ Jby-iiij nti^ tO be AatisiSed 

^Qunoiation, ^^t innifltiing vj^n priilantin pieniiian of 
.^^^rrOi^unf ortunate spelling is continually sug- 
gesting to us that it is our duty to strive for an ex- 
actness of articuktion which we none of us attain 
and which indeed we could hardly achieve without an 
absurd over-insistence on trifles. For example, Tenny- 
son has been censured for riming ^oti^er and, hour 
on the theory Hasitjlower is a dissyllable and hour a 
monosyllable. Now, whether either or both of these 
words can be called monosyllabic or dissyllabic is be- 
side the question, since the average man of cultivated 
speech pronounces them in such manner that they 
rime perfectly. 

Swinburne has linked riot and quiet : — 

Here, where the world is quiet^ 

Here, where all trouhle seems 
Dead winds' and spent waves' riotf 

In doahtfnl dream of dreams. 

To the eye quiet and riot seem to differ in the 
vowel-sound ; but in the ear both of them take an ob- 
scure sound for which we have no exact symbol in our 
alphabet. This same obscure sound occurs again in 
Tennyson's riming of Devon and Heaven ; and any 
objection to this may be dismissed as merely pedantic 
purism. 
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Perhaps Browning was a little too colloquial wbea 
he chose to rime barret and parrot : — 

Margheritone of Arezzo, 

With the graye-olothes garb and iwaddliDg hamif 
Why parte np moath and beak in a pet lo, 

You bald old aatumine poll-olawed parrot f 

Barret is an onnsnal word, an anglioization of the 
Italian barretta^ and some of ns would be inclined to 
give it a sharp e, like that in lety whereas the o in 
parrot has another obscure sound in normal speech, a 
sound which, whatever it is, is certainly not identical 
with the 6 in let. In the same poem Browning under^ 
takes to rime scaffold with baffled: — 

Shall I be aliye that morning the icqffbld 
Is broken away, and the long-pent fire, 

like the golden hope of the world, unbaffled 
Spring! from its ileep, and up goes the epire? 

Here again it is a question as to exactly what our 
normal pronunciation is. Do we really sound the o in 
scaffold or do we so obscure it that the word is a fit 
mate for baffled? As to this, opinions will undoubt- 
edly differ; and if this is the case. Browning has 
risked the possibility of diverting our attention from 
his story to his rime. The principle to be borne in 
mind always is that rime should seem natural and 
easy, that it should appear absolutely effortiess, and 
even inevitable. It should resemble the attire of a 
well-bred woman, or the style of a strong writer, in 
that it never attracts attention to itself. This princi- 
ple Browning seems to have violated when he rimes 
mistress and this tress : — 
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ISliLj but jovLf who do not loye her, 

Is she not pore gold, my mistress f 
Holds earth aught — speaJc truth — above her ? 

Anght like this tress, all, and this tress. 

Here we may detect a certain forcing of the words 
for the sake of the rime ; and the same strain is to be 
obserred in a stanza of Tennyson's : — 

Came wet-shod alder from the wavei 

Came yews, a dismal cotery ; 
Each plucked his one foot from the gxarei 

Poosseting with a sloe4re€. 

Especially to be avoided is any rime which sne« 

Elizas and Advertisers^ we cannot help wondering 
whether he was in the habit of pronouncing the for* 
mer JElizers ; and when Whittier rimes Eva with r^ 
ceive her^ we feel that this is possible only to one who 
is willing to pronounce Eva as though it was eever. 
This same unfortunate slip of taste was made by Mrs. 
Browning: — 

Now grant my ship some smooth haven win her; 
I follow Statins first, and then Carinna. 

Browning himself once rimed I and e/i/oy, which 
might tempt a hostile critic to suggest that the poet 
was in the habit of consorting with Yankee rustics, 
some of whom still say enfy. Wordsworth, who in- 
sisted that the vocabulary of everyday life should 
serve as the diction of poetry, once so far forgot him- 
self as to rime brethren with tethering. The dropping 
of the final g of the present participle is not uncom- 
mon in literary circles in London to-day ; and yet it 
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We GUI disoover it frequently in noneiy-rimet :•— 

Leaye them aiong. 

And they will oome homt* 

And again : — 

Little Tommy Tudter, 
Singing for hit wpper^ 
What shall he ha ve ? 
Brown hread and hutUr, 

It is to be found also in the traditional bacchana- 
lian lyric which begs the landlord to fill the flowing 
bowl, and which asks us to accept ooer as a rime for 
Octcher, 

We can observe it even in Shakspere, in the 
•• Comedy of Errors " : — 

So thon, who hast no unkind mate to ^rieoe (kte^ 
With urging helpless patience would rdievt me. 

And again in a play which is generally attributed 
to Shakspere, in ^^ Pericles," in the opening couplet of 
the speech of Grower as Prologue : — 

To sing a song that old was <tm^, 
From ashes ancient Gower is come. 

In one sonnet Shakspere matches open and hrcJcen^ 
and in another remembered and tendered. 
We can find it in Scott : — 

Heaven send it happy dew. 
Earth lend it sap anew. 

We can note it again in Whittier's uniting main 
land and train hand. But where it still flourishes 
freely is in .the comic song of the violentiy funny mu- 
sical song-piece. So long as the final long vowdL gets 
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across the footlights boldly, neither the writers of the 
words of the song nor the hearers seem to care whether 
there is any kinship in the consonants. A satirist has 
held these negligent rimesters up to scorn in a 
parody of their own method : — 

There seems not to be a man 
In this comic opera land 
Who is mindful of a time; 
Anything, they say, is Jine. 
Don't they sing of all the happy 
Days they spent in dneinnatif 
And, with rare poetic feeling^ 
Carol of a boyhood fleeting ; 
Lyric-writers, will yon amwer 
Where yoa get yonr rime for trans/erf 
Some and done — and always war 
Makes the proper rime to saw» 
Can yon think a rime to pie-fork f 
No, yoa cannot ? Well, it 's high talk. 

It is interesting to note that this primitive as- 
sonance, possibly of Celtic origin and surviving in 
nursery-rime and street-lyric, is exact in mating its 
vowels and slovenly in matching its consonants ; and 
it is thus precisely the reverse of the so-called ^^allow- 
able rimes," which poets of high literary pretension 
have permitted themselves, river and et^er, shctdow 
and meadow^ in which the consonants are exactly 
mated and the vowels are matched in more slovenly 
fashion. The unliterary ear of the populace is satis- 
fied if it can catch the repetition of the bold vowel, 
while the sophisticated ear of the dilletant may even 
find a certain perverted pleasure in a slight variation 
of this vowel, accompanied by exact identity of the 
consonants. Perhaps it is not going too far to BXiggptit 
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that here the unaophiBtioated taste of the nnpretend* 
ing crowd is wiser than the overoultiyated taste of the 
diUetants, since the vowel supplies the dominant oar- 
rjring sound to a rime, and the identity of the vowel 
is therefore more important than the identity of the 
consonants. Of course, there is no really adequate 
rime which has not the double identity of vowel and 
of consonant. 

Rime should be so exact as not to attract attention 
to itself 9 just as meter should not attract attention to 
itself. Bime and meter might be likened to the two 
rails along which the poet invites us to glide with him ; 
and the more smoothly we move forward, the less we 
have occasion to consider the track itself, the better 
pleased we are, and the more completely can we bestow 
our interest upon the passengers in the car or upon the 
landscape glimpsed through the windows. Rime and 
meter must work together unobtrusively to this end. 
What Lowell said of meter is true also of rime, although 
in a less degree : ^ Meter, by its systematic and reg- 
ular occurrence, gradually subjugates and tunes the 
senses of the hearer, as the wood of the violin arranges 
itself in sympathy with the vibration of the strings, and 
thus that predisposition to the proper emotion is accom- 
plished which is essential to the purpose of the poet. You 
must not only expect, but you must expect in the right 
way; you must be magnetized beforehand in every 
fiber by your own sensibility in order that you may 
feel what and how you ought." 

The principle here laid down by LoweU is often 
deUberately violated by Browning, in not a few of 
whose serious poems we find the poet consciously striv- 
ing for ingenious and far-fetched rimes which attract 
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attention to themselyes and thereby more or less 
distract as. There is an obvious shock to our sensi- 
bility when we come to a couplet like this : — 

I, that haye haunted the dim San SpiritOf 
Patient on altar-itep planting a toeary toe; 

or to another like this : — 

Oh, what a face I One hjJUt eyed 
Her and the horrible pitiide. 

Or to a quatrain like this : — 

Image the whole, then execute the parts •— 

Fanoj ikefabfie 
Quite, ere you build, ere steel ttriket fire from quarts. 

Ere mortar dab brick. 

These rimes are perfect, no doubt, but they are 
artificial. They are too clever, too ingenious, too witty, 
to be in keeping with the somber tone of the poems in 
which we find them. Browning's practice was con- 
demned in advance by Coleridge, who asserted that 
^^ double and trisyllable rimes form a lower species 
of wit, and, attended to exclusively for their own sake, 
may become a source of momentary amusement." 
Here Coleridge seems to have gone a little too far, 
since Hood, for one, proved in the ^* Bridge of Sighs" 
that double and treble rimes may be employed effec- 
tively. The difference between Browning's use of these 
rimes and Hood's lies in this, that the latter employs 
natural rimes, instantly recognizable as ordinary words 
and evoking no start of surprise, whereas the former 
invents novel and arbitrary combinations which are 
continually compelling notice. 

This witty ingenuity in devising unexpected rimes, 
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which appears out of place in serious poetry, is wholly 
appropriate in comic verse, where we expect the writer 
to amuse us with his unfailing deremess. We find a 
*^ source of momentary amusement " in the unexpected 
matings which justify themselves in the ^^ Ingoldshy 
Legends " and in the ^^ Fable for Critics." Humorous 
verse of this kind gets part of its fun out of difficulty 
vanquished ; and when we hear the troublesome sylla- 
bles at the end of the first line of a couplet, we take 
pleasure in guessing, or at least in wondering, how 
the poet is going to satisfy us at the end of the second 
line. Here the manner perhaps is almost as important 
as the matter ; and the mere mechanism of the light 
poem can be paraded without our losing any of its 
less significant meaning. No one can help feeling the 
fun in this couplet of Barham's : — 

There 's Seteboe ttonning becaiue Mepkittaph^et 
Dashed in hii f aoe a whole oup of coff€e4ee8. 



No one can help smiling at the wit in this oonplel 
of Byron's ** Don Juan *' : — 

O ye lords of ladiea mteUectualt 

Inform oa troly, have they not henpecked you att t 

And every one must appreciate the affluence of 
ingenuity which we discover in Lowell's ^^ Fable for 
Critics": — 

Quite irresigtible 
Like a man with eight trumps in his hand at a whigt-4ahU 
(I bethought me at first that the rime was urUtoistablej 
Though I might here have lugged in an allusion to Cristab^. 

To get the full effect of this clever solving of a 
self-imposed difficulty, the normal word should end 
the first line and the artificial combination must f ol- 
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low. This 18 a minor detail, of course, and it has not 
always been kept in mind by luxuriant rimesters. 
Barham, for example, disregarded it in this couplet : — 

Should it eren set fire to the oaitle and hum it, you*re 
Amply inanred both for baildings nndJvmUure, 

And Browning frequently refused to consider it, as 
in this couplet : — 

Here we get peaoe and aghast I'm 
Caught thinking war the tme pasHme. 

And again in this quatrain : — 

Blue-blaok, loatroai, thick like Aoneftotrf, 

— Can't I see his dead eye glow ? 
Bright, as 't were a Barbarjr corsatr^g t 

(That is, if he 'd let it show I) 

Perhaps it is not too much to say that in comic 
Terse it is permissible to violate accent, to play tricks 
with meter or to alter orthography. There is an ele- 
ment of absurdity in Canning's deliberate splitting of 
a word to make his rime : — 

Sun, moon, and thou, vain world, adieu, 
That kings and priests are plotting in ; 

Here doomed to starve on toater'gru' 

el, nerer shall I see the £7- 

-niversit J of Gottingen, 
-niversitj of Gottingen. 

And this exaggerated device is carried a step farther 
in " Lewis Carroll's " : — 

Who would not give all else for ttoo p- 
-enny worth only of beautiful soup t 

We win forgive the humorous bard also if he 
his rime only by deliberate misspelling : — 
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A itiiigj old mmn of if aioeeo. 

Who wore olothot of the thhrnart ajpaoflg^ 

Would remark with a groan : 

'^ I 'to a mateh of my own ; 
Wfll yon lend me a pipe and tobaeea t ** 

TbuB far rime has been consideTed as terminal 
only, as an ornament at the end of a pair of lines. 
Bat it may also be internal, appearing within the lines, 
to give an added and unexpected pleasure to the ear. 
This internal rime is often quite distinct from the 
terminal rime that plays along the edges of the 
stanza. As satisbotory an example as any is this of 
Scott's: — 

There wai raemg and €katmg oo Caanobie Lea. 

Or this of Swinburne's : — 

With ehangee of gladneu and udneu that eheer and diids. 

Or this of Swinburne's again : — 

From afar to the tiar that recedes, &om anear to the waites of 
the wQd shore. 

Or this of Poe's: — 

TkriUed me, filled me, with fantastie terror nerer felt before. 

Internal rime is more elaborately employed in 
these lines of Kipling's *^ MoAndrews' Hymn " : -^ 

An' home again, the Rio run ; it 'a no child's plaj to jfo 
8teamin' to bell for fourteen days o' snow 9x1^ floe an' hlow-^^ 
The bergs like kelpies overside that gim and turn an' shift 
' Whaar grindin' like the Mills o' Grod, goes by the big South 
drift. 

Here we have the independent internal rimes 
gim and tum^ and also the internal rimes snow and 
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fiot that echo and intensify the tenninal rimeB go 
and hUym. 

Sometimes the internal rimes are in different lines, 
as in this couplet of Hood's : — 

Mad from life's history, 
Glad to death's mystery. 

Or in this quatrain of Poe*s ^* For Annie," which is 
metrically only two lines, although printed as four: — 

My tantalized spirit 

Here blandly reposes, 
Forgetting, or neyer 

Regretting its roses. 

Or again in this quatrain of Locker-Lampson^s 
♦♦Serenade":— 

Arise then, and lazy 

Regrets from thee fling, 
For sorrows that hazy 

To-morroufs may bring. 

In the stanza of Bossetti's ** Love's Noctum " there 
is an internal rime in the last line which mates with 
three earlier rimes : — 

Poets' fancies all are there : 
There the elf-girls flood with wings 

Valleys full of plaintive air; 

There breathe perfumes ; there in rings 
Whirl the foam-bewildered springs; 

Siren there, 
Winds her dizzy Aatr and sings. 

Browning once employed the same internal rime 
three times in a single line : — 

And stood by the rose-wreathed gate. Alas, 

He loved sir, — used to meet: 
How sad and had and mad it was — - 

But then, how it was sweet I 
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And this same rime Swinbnme ehoae to repeat four 
times in a single line of a ballade, and as this line 
the refrain, it had to be repeated four times. 



YiUon, our gad had glad mad brother^! 

This does not commend itself to the ear ; it sounds 
freakish and self-conscioiis. It is a glaring patch of 
wilfol repetition which almost shrieks aload for recog- 
nition* It is aggressively inartistic in a serious poem, aL 
thoughit might be tolerated and even accepted willingly 
in a comic poem. Probably we should not be moved to 
protest if we found it in a lilting lyric of humorous intent 
like that in which Eugene Field pretended to tell the 
^ Truth about Horace " and in which we find this speci- 
men of ultraringenuity in riming: — 

With s mai$ie4aden dittj, 
And aoiotfic maiden pr«tfy, 
He painted np the eitj, 
And MflBoenas paid the freight. 

Even more complicated is the congeries of internal 
and external rimes in Joaquin Miller's ^Lost 
Love**: — 

Thaick of jMiZm, vA patch of clooeTf 

Breath of halmf in a field of brown; 
The clouds llew np and the birds ,/2eto over. 

And I looked upward, but who looked down ? 

Who was true in the test that tried us ? 

Who was it mocked ? Who now may mourn 
The loM of a love that a cro$8 denied us, 

With folded hands and a heart forlorn ? 

Sometimes the poet shortens his lines and multiplies 
Us rimes, external and internal, to correspond to 
the theme he is treating ; and sometimes he lengthens 
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his lines and eschews internal rime altogether. Some- 
times he contrasts his riming vowels in successive 
lines to give variety ; and sometimes he may prefer to 
eompose a whole poem on the same rime. This is 
what H. C. Bonner did in his humorously pathetic 
^One, Two, Three," ^ in which he adds to the effect 
of thb recurring terminal open vowel by leaving the 
alternate lines entirely without rime : — 

It was an old, old, old, old lady. 

And a boy who was half-past three; 
And the way that they played together 
Was beantifiil to 



She oonldn't go mnnlDg and jumping^ 
And the boy, no more oonld he, 

For he was a thin little fellow, 
With a thin litUe twisted knee. 



They sat.in the yellow sunlight. 

Out nnder the maple tree; 
And the game that Uiey played 111 tell yoii| 

Jost as it was told to me. 

It was Hide-and-go-Seek they were playing, 
Though you'd neyer have known it to be— • 

Wiih an old, old, old, old lady. 
And a boy with a twisted Imee. 



The boy would bend his faoe down 

On his one little sound right knee, 
And he 'd guess where she was hiding. 

In guesses One, Two, Three I 

^ Yon are in the china closet I " 

He would cry and laugh with glee ^- 
It wasn't the china closet: 
But he still had Two and Three. 

^ By p em u Mion from JBoiocfi, Seeond Crcp SongB^ oopjright, 188S; 
hj Gharies Seribner's Sods. 
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^ Yoa U6 np in papa't big bedroom. 

In the ohett with the queer old key I ** 
And she laid: ** You are warm and warmeTf 
Bat yon 're not qoite right,'* laid ahe. 



^ It ean't be the little cupboard 

Where mamma's thiugs uied to be— 
80 it must be the clothes presa, gran'ma,'* 
And he found her with his Three. 

Then she coTered her face with ber flngen. 
They were wrinkled and white and wee, 

And she guessed where the boy was hiding, 
With a One and a Two and a Three. 

And they had never stirred from their plaoeii 

Right under the maple tree ^- 
This old, old, old, old lady. 

And the boy with the lame little knee — 
This dear, dear, dear old lady. 

And the boy who was half-past three. 

This monotony of rime in the aeoond and f oartb 
lines and this absence of rime in the first and third« 
mnst not be ascribed to any poverty of resonroe on 
the poet's part; we can hardly fail to peroeiye the 
unity of tone which has been attained by these devices. 
Bunner felt instinctively the riming effect that would 
best suit his theme. The work of the poet must be 
conscious to some extent, but it must also be largely 
unconscious, the result of intuitive impulse. In ^* One, 
Two, Three," the result proves that the poet was justi- 
fied in his feeling that he would do well for once to 
ring the changes on a single rime. But so much can 
scarcely be said for Browning's ^^In the Metidja," 
where we find the same device less happily employed. 

Dr. Holmes once declared that '^ when a word comes 
up fit to end a line with, I oaxifeel all the rimes in 



BIME 71 

the language that are fit to go with it without naming 
them. I have tried them all so many times, I know 
all the polygamous words, and all the monogamous 
oneS| and all the unmarrying ones — the whole lot 
that have no mates — as soon as I hear their names 
called. Sometimes I run over a string of rimes, but 
generally speaking it is strange what a short list it is 
of those that are good for anything. This is the piti- 
ful side of all rimed verse. Take such words as horns 
and world. What can you do with chroma or loam or 
gnome or tome? You have dome^ foam, and roam,^ 
and not much more to use in your pome^ as some of 
our fellow countrymen call it. As for worlds you know 
that in aU human probability somebody or something 
will be hurled into it or out of it ; its clouds may be 
Juried or its grass impearled ; possibly something may 
be whirled or curled or stmrled" 

Here Dr. Holmes is following in the footsteps of 
Pope, who asserted in his ^' Essay on Criticism " that 
the poetasters have little variety in their verse : — 

While they ring round the same uniraried chimes, 
With sure returns of still expected rimes ; 
Where'er yon find ** the cooling western hreeze/* 
In the next line it ** whispers through the trees " : 
If crystal streams ** with pleasing murmurs creep," 
The reader's threatened — not in vain — with ** sleep.'* 

As yet no one has drawn up a complete catalog of 
what Dr. Holmes called the monogamous rimes, those 
which are fated to marry the same one again and again, 
because there is absolutely no other mate for them 
in our language, such as anguish^ blackness^ mourir 
tain^ and winter. Of those words which are con* 
demned to absolute celibacy, the old maids of poetry, 
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CHAPTEB V 



TOHS-COIX>B 




Ths prormee of rime is twofold ; its prima qr ims- 
pose is to rniphiiiTe the ardutectnTe of the poem^ to 
WMJititti* QA eiiSM of the lines, and to bind up the 

qoatnin or the longer stanza into a Bar- 
unit ; and it has the seco ndary duty of jdeas- 






I7 which is the result of the adroit 
eomming^ing of rhythm and rime so as not merefy 
to carry the meaning of the poet, bat also to intensify 
ibis meaning by the choice and by the contrast of the 
aoimds which conTej it. As Pope asserted in his 
^Emsj aa Criticism*' : — 



AstlMMS 

Tis not eMNigll ao 

ThSMMB 

Soft is tk» ftnin 
Aad ths saMwth 
But whea load 
Thskoansroa^ 



Ths liasp too^ labon. 



from arty not ehaaes^ 
who baTe lemmed to litnas. 
bsnlmcM girtB offoneoy 
aaeebo to the leiiae. 
lo p hy r gentlj blowi, 
in tiBooilwr iimnbon flows j 
fauk ths loimdiiig ihotCy 
■hould like the torrent rasr ; 
Toek*! TBit miglit to throw, 
sad the words more slow. 
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Hoi M, when wmiH Cttmillm leoan the plais. 
Flits o^er the onbtiidiiig eom, mad skiiDS aloa^ the 

Here Pope artfully eonf oraied his pnctioe to Us 
p gw a riring , Th]8_adjn^^Dic9il^ lliejcHiiid..to tba sense 

eea be Mpompli&bed^bxji^wi^i^^oLde^^ and it is 
iwlr genenlljr known as tone^olor. It will be noted 
tfast Pope was caiefol in the seketion of his rimes, 
•▼er the most salient words. JSoar and 9kore>, tkrow 
and Jowj at the ends of two of his ooapl^s are exactly 
the right words to oonTSj the desired impression. 

But it is not enough that the rimes shall be well 
chosen; they ought to be Tsried one from the other. 
A qoatrain or a stanat has a weak, thin effect upon 
the ear if the Towet-aoonds in the sereral rimes are 
either identical or too dearly akin. For example, stjrA< 
and lighij glide and abide would not be satis&ctory 
limes in the same qnatrain, sinoe the ear would have 
to strain to distinguish sharply between the two pairs 
of words. ^ The result," as Lanier declared, *^is like 
two contiguous shades of pink in a dress; one of the 
rimes will seon hAei," This is a defect which we can 
discover eren in Swinburne, iriio is a master metristi 
commaniling sounds at will to work his magic: — 

Where ihall we find her» how shell we jm^ to W, 

Fold oar heuds romid her kneee and dtn^ .* 
O that nmi's heert were ee fixe end eould sprmjf to W, 
Rie, or the strength of the streems that ^rtn^. 

Here, in fact, there is not only identity of rime, 
but identity of the actual riming word in the third 
»d fomTlines, ^ing to herZi .^^ring. 

Set diis with its monotony beside another chorus 
from the same dramatic poem, ^^ Atalauta in Oalydon,'* 
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and observe liow mucli force is gained by the opposi- 
tion of the vowel-sounds in the rimes: — 

Before the begiimiiig of the yean, 
There oame to the making of man 

Time, with a gift of tean; 
Grief, with a glaM that ran. 



Strength without hands to unites 
Lore that endnrea for a breath; 

Kight, the shadow of light, 
And life, the shadow of death. 

Sometimes the tone-color is aided by shortening one 
of the two successive riming lines so that the echo 
of the sound is more immediate. .Here is an example 
in single rime taken from Browning's ^^ Love among 
the^-"" 



Where the qniet-oolored end of evening smiles 

Miles and miles 
On the solitary pastures where oar sheep 

Half asleep ^* 
Tinkle homeward through the twilight, stray or stop 

As they crop. 

And here is another example in double rime by 
Austin Dobson, written really in anapestic tetrameter, 
but so divided that it falls on our ears as alternating 
trimeter and monometer riming together, and gain- 
ing much of its buoyancy from the dexterity of its 
double rimes : — 

In oar hearts is the Great One of Ayon 

Engrayen, 
And we climb the cold summits once bailt on 

By Milton. 
Bat at times not the air that is rarest 

Is fairest ; 
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And w% long in the tmlley to follow 

Apollo. 
Then we drop from the heights atmoepheiie 

To Herriek, 
Or we poor the Greek honey, grown hlnnderp 

Of Landor ; 
Or onr eosieit nook in the shade la 

Where Praed is, 
Or we tois the light bells of the moeker 

With Looker. 
Oh, the song where not one of the Graeea 

Tight-laces, — 
Where we woo the sweet Mnses not starehlj. 

Bat archly, — 
Where the Terse, like a piper »-Maying, 

Comes playing — 
And the rime is as gay aa a danoer 

In answer, — 
It will last till men weary of pleasnre 

In measure I 
It will last till men weary of langhter • • • 

And after I 

In Browning's ^^ Love among the Bnina/' the rimes 
were all single, and in Austin Dobson's *^ Jooosa Lyra," 
the rimes were all double; and in both cases this 
decision was justified by the result. Often, however, an 
admirable effect is attained by alternating single and ' 
double rimes, with due regajrd to the rich contrast 
of the yowel-sounds that are interlinked, as in this 
stanza of Swinburne's: — 

The songs of dead seasons, that wander > 

On wings of articulate words; 'i-- 
Lost leaves that the shore-wind may squander, fy 

light flocks of untamable birds; jir 
Some sang to me dreaming in class time (^ 

And truant in hand as in tongue; {jL^ 
For the youngest were bom of boy's pastime, O 

The eldest are yonng. j^. 
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In ihis ihere is an added felicity in the nnezpected 
ahorteniiig of the final line of the stanza. Sometimes 
however a poet gains an effect by ending his stanza 
with a full line terminating in a bold single rime, 
preceded by shorter lines with doable rimes. Here 
is an illustration from Longfellow's '* Seaweed " which 
exemplifies the superb mating of sound and sense : ^ 

When deseandf on the Atlsntie 

The gigantie 
Siorm-wind of the eqainox. 
Landward in his wrath he aeonrges 

The toiling aurges, 
Laden with seaweed from the rooks ; 

From Bermnda's reefs ; from edges 

Of sonken ledges, 
In some far-off, bright Azore; 
i^m Bahama, and the dashing, 

SilTor-flashing 
Surges of Scui Salvador ; 

From the tumbling surf, that bories ^ ^-^^ 

The Orknejan skerries. 
Answering the hoarse Hebrides ; 
And from wrecks of ships, and drifting 

Spars, uplifting 
On the desolate, rainy seas ; — 

£Yer drifting, drifting, drifting 

On the shifting 
Currents of the restless main ; 
Till in sheltered eoyes, and reaches 

Of sandj beaches. 
All have found repose again. 

Often there is advantage in not having tiie rim- 
ing words too closely alike ; light and slight^ for ex- 
ample, are perfectly proper rimes; but there would 
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be more variety if light were linked with nght and 
slight mth fright. And yet aometimes the poet finds 
his effect in using rimes which have jnst this simi- 
larity, as inastanzaof the ^^ Village Blacksmith": — 



in, week OQt, from mom till nighty 

Yon ean hear his bellows Haw; 
Yoa ean hear him swing his heavy sledge^ 

With measured beat and slow. 
Like a sexton ringing the Tillage bell, 

When the evening sun is low. 

Perhaps something of the largeness of this stansa 
of Longfellow's is due to the triple repetition of the 
same riming vowel and to the absence of rime in the 
first, third and fifth lines, whereby he avoids a jin- 
^S jigginess. 

As the skilful lyrist may rime all his lines or may 
refuse to rime some of them in accord with his in- 
stinct for the better way, and as he may commingle 
double and single rimes, placing each just where he 
feels that it will be most effective, so he varies his 
choice, now using words of a single syllable and then 
preferring ampler vocables. In Pope's day, there was a 
prejudice against the monosyllable which is voiced in 
a line of the ^^ Essay on Criticism " : — 

And ten low words oft oreep in one dull line. 

But more than one poet has been able so to handle 
lines composed almost wholly of monosyllables that he 
has not only avoided dulness but attained to a mas- 
sive dignity of utterance. Consider, for example, these 
lines of Milton's : — 

TeU me, how may I know Him, how adore. 
From whom I have that thus I move and live ? 
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And also this simple speech of Shakspere's wheie 
King John is suggesting the murder of Arthur : — 

Good friend, thou hast no esnte to ny so yet ; 
But then shalt hare ; and creep time ne'er so slow. 
Yet it shall come, for me to do thee good. 
I had a thing to say ; — but let it go. 

Professor Corson, dwelling on Shakspere's mastery 
of the monosyllable, declared that ^* deep feeling of 
every kind expresses itself through, and indeed, at- 
tracts to itself, the monosyllabic words of the lan- 
guage ; not only because such words are, for the most 
part, Anglo-Saxon, and therefore more consecrated to 
feeling than to thought, but because the staccato effect 
which can be secured through them rather than through 
dissyllabic and trisyllabic words, subserves well the 
natural movement of impassioned speech." 

Addison Alexander once composed two sonnets in 
which he set forth, and at the same time exemplified, 
the " Power of Short Words " : — 

Think not that strength lies in the big round word. 

Or that the brief and plain must needs be weak. 
To whom ean this be true who onoe has heard 

The ery for help, the tongue that all men speak, 
When want or woe or fear is in the throat, 

So that each word gasped out is like a shriek 
l^ressed from the sore heart, or a strange wild note 

Sung by some f a^«ff fiend ? There is a strength 
Which dies if stretched too far or spun too fine, 

Which has more height than breadth, more depth than length 
Let but this force of thought and speech be mine, 

And he that will may take the sleek fat phrase 
Which glows and bums not, though it gleam and shine,— 

Light, but no heat, — a flash, but not a blaze I 

Kor is it mere strength that the short word boasts : 
It ierres of more than fight or storm to tell. 



r 
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Tte i€w of wmvw tbmt daak €■ loek-boad 

TlM eiaflh of ten traet wkn Um wad wiads twvi^ 
Th« foar of fOBgy tho fioons of man that die 

Ob blood-rtaioad llttldfl. It kai a Toioo as ««I1 
For tham that £» off on thair aiek bada lia ; 

For them that waap^ lor tham that moan tha daad | 
Fk Ihaan that Uagli and danaa and ebp tiia hand ; 

To joy's qniak atop, aa wall aa griaTa alow tiaad, 
Tha awaaty plain worda wa laamt at firat kaap tiBM^ 

And thongh tha ttama ba aad, or gKj, or giand. 
With aaah, with aO, thaaa maj ba nuida to ehina^ 

In thon^ity or fpaacb, or aong, or ptoaa^ or lima. 

In Ghtfooigne'B ^ Certain Notes of Instruction ooo* 
eeming the Making of Verse,** we are told that ^ the 
most ancient words are of one syHi^Udf 80 that the move 
monosyllables yonnse, the truer Engtishman yon shall 
seem, and the less yon shall smell of the ink4iom." 

On the other hand, there is strength also in the poly* 
sjDaUe, as when Shakspere writes: — 

Ko^ this my hand will lathar 

Tha mnltitodinoas aaas inoamadina* 



In comic verse, the use of the polysyllable is often 

most amnsing, as in the couplet of a humorous ballad 

about a certain hypocritical lord whom his attendants 

found 

baneath tha table ionky 

Problematically pioos bot indubitably drank. 

There is profit in varying words of one syllable and 
of two with infrequent words of three syllables, as in 
this stanssa of *'A Revolutionary Belie" by Austin 

Dobson: — 

Did she torn with sight swift-dimming. 

And tha qmoermg lip we know, 
With the fall, slow eye-lid brimming. 
With the Umguoroui pupil swimming 

Like the lova of Miiabaau ? 
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In another stanza of the same lyric, we find only one 
trisyllable in the five lines, the r^ of the words hav* 
ing been almost equally divided between mono^Uables 
and dissyllables: — 



Wailing, wailiiig, m the ploTsr 
Waileth, wheeleih, desolate^ 
fieedkit of the hawk above her. 
While at yet the mahee eorer, 

fast, her woonded mate. 



And in this last stanza there is another point to 
be observed — the repetition of the sound which 
b^pms the first, second and fifth lines, the sound of 
VHiif* We may remark also that in the third line two 
words, both of them long, heedless and hawk^ begin 
with the same letter. This is the device which is 
known as alliteration, the repetition of the same initial 
consonant. Alliteration, a s an aid to rhythm, is histori* 
eally earlier than rime; indeed, it is a kind of in- 
complete rime at the b^;inning of a line. It is very 
prevalent in primitive poetry ; and it was accepted by 
Wagner as preferable to rime for lyrics intended to 
be set to music. Wagner held that ^ rime is useless 
in music because it implies identity not only of vowel- 
sounds but also of the succeeding consonants," which 
are lost to the listener by the singer's need of dweU- 
ing on the vowel alone, whereas the initial consonant 
cannot be lost, ^^ because it is that which stamps its 
physiognomy on a word." As the repetition of the 
same sound in a series of initial consonants creates 
^ a sort of musical cadence which is agreeable to the 
ear," Wagner desired alliteration to be substituted 
for rime. For this preference the composer had a rea- 
son sufficient to himself ; but in poetry, which is sup- 
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po8ed to be spoken rather than sung, rime is held to 
be more effective ; and alliteration has been reserved 
as an occasional accessory to be employed sparingly 
and unobtrusively. 

Here are two striking examples of the obtrusive use 
of alliteration, taken from Poe and from the British 
poet who learned much from the American lyrist, and 
who often bettered his teaching. In his ^ Ulalume '' 
Poe informs us that his shadowy heroine has 

Come up through the lair of the Ztorii 
With love in her lumnoui eyes. 

And in one of his earlier lyrics, Swinburne oontraita 
violently 

The lUiea and Umguon of virtuef 
The rapturei and roiet of vice* 

In another lyric, '^A Child's Daughter," the same 
British poet ^^ hunts the letter" even more emphatic 
oally: — 

All the heUs of heaven may ring, 
^11 the birds of heaven may aing, 
All the toelU on earth may spring, 
All the toindi on earth may bring 

All sweet sounds together ; 
Sweeter far than all things hecard^ 
Hand of harper, tone of bird, 
Sound of woods at sundaton stirred^ 
Welling waters, winsome word. 

Wind in warm, wan weather. 

Here our attention is taken from off the matter and 
called strenuously to the manner. Our ear begins to 
count the number of alliterations, to expect them and 
to wonder at them ; and while it is doing this, it is 
likely to fail to catch the poet's meaning. If we once 
begin to notice tricks of method, we shall not appr» 
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hend the meisage. If we fall to admiring the poet's 
dexterity in joggling with sounds, we shall not really 
listen to wluvb he is talking about — and perhaps we 
shall not care. If this is the ease, the verbal artist has 
plainly overreached himself. He has constructed his or- 
nament instead of ornamenting his construction. He 
has aUowed the minor matter of style to interfere with 
the major matter of substance. As Sir Joshua Reynolds 
said, **the value and rank of every art is in proportion 
to the mental labor employed in it or the mental pleas- 
ure produced by it. As this principle is observed or 
neglected a profession becomes either a liberal art or a 
mechanical trade." And in another place Reynolds in- 
sisted that ^' art in its perfection is unostentatious ; it lies 
hid and works its effects, itself unseen." 

When we seek to discover why Foe's lines and Swin- 
burne's produce this unforeseen and unfortunate effect, 
we perceive that the four Ts in the American poem and 
the two r's, the two /'s and the two v's in the British 
poem are all of them initials of long syllables, of sylla- 
bles which have an emphatic accent, so that they im- 
press themselves most forcibly upon the ear. Contrast 
the two lines of Foe and the two lines of Swinburne 
with these two lines of Tennyson : — 

The moan of doves in immemorial elms 
And murmur of innumerable bees. 

Here are actually eight m's; and yet they achieve 
their soothing effect without projecting themselves into 
>ur consciousness and without in any way arresting the 
current of our interest. There they are, and we may 
count them at our leisure if we choose ; but they do 
not cry aloud for immediate recognition when the lines 
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fall on our ears. While aome of these m's are initials 
of long feet, most of them are more conningly eom* 
mingled with the three Ts, with the three repetitions 
of the u sound (for that is heard also in cfooes), and 
with the two long o's in the first line. Where Poe and 
Swinburne have vaunted their virtuosity, proudly pa- 
rading it, Tennyson has subtly hidden his tax more 
delicate art Sometimes Tennyson, when he feek the 
need, dares a bolder alliteration: — 

Where with polled oheek the belted hunter blew 
His wreathed bogle-horn. 



And Browning makes use of like words for a like 
purpose: — 

That bobble they were bent on blowing big. 
He had blown already till he borat his eheflJcs. 

In the following four lines Bunner has only two initial 
Ts and to's, but another / and another to are unobtru- 
sively effective while the third line is sustained by three 
kmg o's contrasted with r's: — 

I dwell in a land of tomter, 

From my love a world apart— 
Bot the enow blooma over with roaes 

At the thooght of her in my heart 

The result justified frank initial alliterati<m in these 
lines of Shakspere's : — 

The ehnrlish ehiding of the winter 
In maiden meditation, faney free. 

And also in these of Coleridge's : — 



The fwit breeze blew, the white foam flew» 
Hie farrow followed free. 
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Yet in this last example the repeated y^s, all at the 
beginning of long syllables, are perilously near to the 
danger-line where they might divert the reader's mind 
from the story he was hearing to the technic of the 
story-teller. There is profit in setting this by the side 
of a marvelonsly adroit interweaving of oomplemen* 
tary and contrasted sounds in this exquisitely musical 
passage of Tennyson's ^^ Princess": — 

The babe that by us, 
Half-lapt in glowing ganze and golden bredep 
Lay like a new-fall'n meteor on the grass, 
Uncared for, spied its mother and began 
A blind and babbling laughter, and to danoa 
Its body, and reach its fatling innocent arms 
And lazy ling'ring fingers. 



fragment of Tennyson's is more elaborately 
wrought than this of Milton's, in which however there 
18 the same intermittent play of alliteration, changing 
its letter from line to line: — 

And ever, against eating cares. 

Lap me in soft Lydian airs, 

Miurried to immortal verse. 

Such as the meeting soul may pieree, 

Li notes with many a winding bout 

Of linkM sweetness long drawn out 

With wanton heed and giddy cunning, 

The melting voice through mazes running. 

Untwisting all the chains that tie 

The hidden Soul of Harmony. 

Perhaps there is no passage of Shakspere more cun- 
ningly contrived with a varied play of repeated and 
contrasted consonants than the description of Cleopa- 
tra's descent of the Nile: — 
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The barg* sIm nt in* like a bvniiihed throne^ 

Barn'd on the water: the poop wm beaten gold; 

Purple the laile, and lo perfamed that 

The winda were loTe-aiek with them ; the oare were lilTei^ 

Which to the tune of flntee kept etroke, and made 

The water which they beat to follow faeter^ 

Ai amorooi of their itrokec. 



If we reserve alliteration to deeoribe the reoarring 
of the same sound as the initial of words or of long 
syllables, then we need another term for the recnrrenoe 
of the same sound in the less emphatic places in the 
line. ** CoUiteration," a word which has been proposed 
by Bliss Carman, seems to be excellent for the pur- 
pose, since it suggests at once the close relation be- 
tween it and alliteration and yet points out the differ- 
ence. Colliteration, then, has this advantage over 
alliteration, that it is less obvious, that it forces itself 
less upon the hearer's attention, that it conveys a 
gentler pleasure to the ear while concealing the source 
of this gratification. Alliteration braves the spot- 
light of publicity, while colliteration modestly shrinks 
from the glare of self-display. These two lines of 
Browning's have been used to illustrate the delicate 
effects of adroit colliteration : — 

But I know not any tone 
So fit ai thine to falter forth a lorrow. 

As Richard Hovey pointed out, the repeated f^s 
(j^^ f^dtfT^ forth) are a true alliteration in that they 
are the initials of long syllables and get the full force 
of three boats out of the five in the line. The t-sounds 
(Jt in hnU not^ tone^fit^ to and -ter^ and th in thine and 
forth) are scattered indiscriminately, three falling in 
short syllables, three on the ends of long syllables^. 
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teDtkmal repetition of the same sound in three 

of ^ The Bdls " is admirable in its oarrying ont of the 

purpose of the poem : — 

i^m the moUen^golden noU$^ 

And all in tone. 
What a liquid ^HjfloalU. 

And tiiere is the same bold use of the same open 
Towels, a luxurious symphony, in two quatrains of 
Andrew Liang's '* Twilight on Tweed " : — 

A mist of memoiy broods and floati. 

The border waters flow; 
The air is full of ballad noteff 

Borne oat of long ago. 

Old ecnge that snng themselTes to me^ 
Sweet through a boj^s day-dream, 

While trout b^ow the UononCd tree 
Flashed in the golden stream. 

There is a deliberate expressiveness not otherwise 
attainable in Tennyson's 

Laborions ment vforj sphere in sphere. 

Not in the same line, indeed, but in three oonseou- 
tive lines, does Shakspere employ a triple repetition 
of the long i sound : — 

In such a night 
Stood Dtdo with a willow in her hand, 
Upon the totld sea banks, and waft her lore 
To oome again to Carthage. 

Here we may note also the alliteration of the three 
to's (willow^ wUd^ and toc^) and of the two c's (come 
and Carthage)^ as well as the coUiteration of the u 
sound (Icfoe and come). And Pope got acertain efiCeofc 
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bj repeiftiiig a Towel-oonaoiuuit oombination in his 
•eoondline: — 

If nataie tttindered in our opening ean 
And tbumed ni with the muie of the spheres. 

The same kind of imitative harmony is to he found 
in Whitoomb Siley's '^When the Frost is on the 
Pnnkin," especially in these two lines : — 

The hnikyy msty nutle of the toesels of the eonit 

And iSbm zmihin' of the tangled leates, as golden as the mors* 

English is a language sibilant beyond all others ; 
and it is not easy for our poets to avoid making linee 
whidi hiss nnpl^uantly. It was in the effort to escape 
irom this danger that an anonymous bard was moved 
to oompoee this ^ Song without a Sibilant '* : — 



Oh I eome to-nigfat ; for nangfat eaa eharm 

The weary time when thou 'rt away. 
Oh I eome ; the gentle moon hath thrown 

(y«r hower and hall her qaiT^riag ray. 
The heatherhell hath mildly flung 

Fran off her fairy leaf the bright 
And ^^•— *— ^ dewd r op that had hnng 

Upon that leaf — a gem of light. 
Then eooe, lore, eome I 

T»4right the li^jnid ware Lath Kit — 

nfauuaed br t^ ze/x/alit beam 
Flaying vpon th« lake UMath, 

Lihe frotie ;& an Aatama drtam ^ 
The liqvid ware hath arx, to-clgirt. 

In all her s/xjbligi-s prid^, a fair 
Gift like to tl«a *XaA ca tiir L^ 

Do hteatbt ac^ laAgi, as^ 1«bm it 
HiC& ecflu, V/ve, tfxut I 
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Doth long, with fragrant moan, to meet 

The love-lip of the honey-bee. 
Bnt not the Amra tree can long 

To greet the bee, at evening light, 
With half the deep, fond love I long 

To meet my Nama here to-night. 
Then come, love, come I 

Tennyson held it essential that the poet should have 
a fine ear for vowel-sounds and an ability to hick *Hhe 
geese out of the boat/' that is, to avoid sibilations. 
He declared that he ^' never put two «'s together in 
any verse of mine. My line is not, as often quoted, 

And freedom broadens tlowlj down, 

but 

And freedom slowly broadens down." 

In laying down this rule, Tennyson was refining 
upon the practice of Shakspere, who unhesitatingly 
ends one word with an a and begins the next with the 
same sound: — 

The mnltitadinoof teas ineamadine. 

The air bitet threwdly ; it is very cold. 

Bnt that our loves and eomf ortff should increase. 

I am thy father't spirit. 

This liberty of Shakspere's is the more significant, 
because these quotations are all taken from his plays, 
where every line was intended to be spoken. Yet 
Tennyson^s insistence upon the high standard of avoid- 
ing the succession of s*s is evidence that he kept in 
mind always the effect of his lines upon the ear. 
Tennyson lacks the large affluence of Shakspere ; his 
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art 18 mofe timid ; but it is ever wortby of the most 
oareful study. He was what he called Catullus, a 
^consummate metrist/' avid of experiment and untir- 
ing in search of ultimate perfection. Consider, for an- 
other example, how skilfully he coUiterates the short 
i sound with thin ^'s and ^'s to gain an effect of 
insignificance : — 

The litUe rift within the loyer's liite, 
Or little pitted speok in garnered fruity 

in which there are eight varied fs and seven Ts. 

The precept and the practice of Tennyson have left 
a deep impress. upon the technic of all the later verse- 
writers of our language. His influence was beneficial 
in raising the level of technical accomplishment. It 
has made the average versifier ashamed of negligent 
work. The lyrists of to-day may have only a few burn- 
ing words to utter and the torch of poesy may be 
dimmer than a generation ago, because our bards have 
now no message tipped with flame ; but they see clearly 
while the lamp holds out to burn. They know how to 
lay what little they may have to say. As Tennyson 
himself asserted late in life, 

All can grow the flower now, 
For all have got the seed. 

Of course, there is an ever-present danger that 
maimer may come to be more highly esteemed than 
matter. Stedman was not overstating the case when 
he asserted that certain *^ non-creative writers lavish 
all their ingenuity upon decoration until it becomes a 
vice. Yon cannot long disguise a lack of native vigor 
hj ornament and novel effects. Over-decoration of late 
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is the symptom of OYer-proIonged devotion to the 
teohnioal side of poetry. AJl of the countless effects 
of technic are nothing without that psychical beauty 
imparted by the true vitality — are of less value than 
faith and works without love. The vox humana must 
be heard. That alone can give quality to a poem ; the 
most refined and artistic verse is cold and forceless 
without it. A soulless poem is a stained glass window 
with the light shining on and not through it." 

Yet it is well to have the instruments of the art 
kept fit for the service of the truly creative poet when 
he shall come. The bugle will be ready to his hand, 
when he arrives to blow a mighty blast. No artist 
can have too great technical dexterity ; and every art- 
ist must serve his apprenticeship in the workshop, 
learning his trade. In default of the major poet, with 
his message for all men, we can find delight in the 
dexterity of the minor poets and in the skill with 
which they carve their cameos. We can take a keen 
pleasure in the measured movement of this stanza of 
Aldrich*s ^^ Voice of the Sea,** with its certainty of 
touch, its effective repetitions, and its perfect adjust- 
ment of sound to sense : — 

In the hiuh of the antninii night 
' I hear the voioe of the sea, 

In the hush of the aatumn night 
It seems to say to me — 
Mine are the winds above. 
Mine are the caves below, 
Mine are the dead of yesterday 
And the dead of long ago. 

We can enjoy also the skilful interweaving of rimes, 
the delicate play of alliteration and of coUiteration, 
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the artf al aeleotioii of thin Towel-sonnds and thin 
consonants, in these quatrains of Biley's : --> 

When ehirping oriokett fainter ery. 

And pale stan blossom in the sky. 

And twilight's gloom has dimmed the Uoom 

And blomd the butterfly ; 

When locnst-blossoms fleck the walk. 
And np the tiger-lily stalk, 
The glow-worm orawls and olings and falls 
And glimmers down the garden walls* 

And it is well now and then to study a masterpieoe 
of poetry, like Tennyson^s ^^ Crossing the Bar," and 
€(xamine its workmanship, if we wish to convince our- 
sdyes anew that content and form are Siamese twins, 
after all, and that one cannot exist without the other, 
lorn at the same moment: — 

Sonset and evening star, 

And one clear call for me I 
And may there be no moaning of the bar, 

When I pnt ont to sea, 

But such a tide as moving seems asleep. 

Too full for sound and foam, 
When that which drew from out the boundless deep 

Turns again home. 

Twilight and evening bell, 

And after that the dark I 
And may there be no sadness of farewell, 

When I embark ; 

For tho' from out our bourne of Time and Flaoe 

The flood may bear me far, 
I hope to see my Pilot face to face 

When I have erost the bar. 

It would be difficult to set a more profitable task be- 
fore any student than to ask him to take this lovely 
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lyrio apart and to discover how mnoh of its ineffaUe 
and intangible beauty is due to the poet's artistry, to 
his mastery of alliteration and colliteration, to his 
exquisite feeling for vowel-sounds, to his firm control 
over contrasting consonants, to his intuitive sense of 
rhythm, and to his perfect understanding of the value 
of an adroitly varied refrain, — to the antithesis of 
« Sunset and evening star " with " Twilight and evening 
bell," and to the final recurrence of the figure of the bar 
to be crossed which is suggested in the first quatrain* 
Perhaps the refrain is not fairly to be classed under 
tone-color ; and yet it may as well be considered here 
as later. The refrain may be defined as a phrase, often 
filling a whole line, which recurs again and again at 
intervals, sometimes absolutely unchanged and some- 
times artfully modified in meaning.lThis device, which 
we use now for sustaining and reawfikeninfi^ the interest 
of the heaxer, is of very high antiquity ; L it is f re- 
quent in the folksongs of various peoples. Macaulay 
employed it in the stirring stanzas in which he sought 
to recapture the swiftness of the primitive ballad ; and 
in the ^^ Battle of Ivry " he ends off again and again 
with ^^ King Henry of Navarre.'* Tennyson chose to set 
his refrain at the beginning of every stanza of his 
*^ Lady Clara Yere de Yere." Kipling makes us feel its 
stark power in his gruesome ^^ Danny Deever " and he 
forced it to lend weight to his lofty *^ Becessional." 
Walt Whitman seized it for once in his noble lament 
for Lincoln, where every stanza begins with 

O Captain, my Captain I 

and every stanza ends with 

Fallen cold and dead. 
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The refrain is tlie backbone of Longfellow's ^' Ex- 
celsior " and of his ^^ Old Clock on the Stairs " ; and 
he modified it pathetically in his ^* Chamber over the 
Gate." It is adroitly handled in Biley's '« There, little 
girl, don't cry." It is the heart of Tennyson's *^ Lady 
of Shalott"; and it is dramatically varied in his 
ballad of the ^ Sisters," in which all the six stanzas 
end with the same line : — 

O, the aarl wu fair to tee I 

While in the third line of the successive stanzas he 
ringa the changes on 

The wind u blowing in turret and tree, 

which becomes 

The wind u howling in turret and tree 

and 

The wind is raving in turret and tree, 

only to return in the final stanza to the original form. 
Tennyson also employed it most effectually in his 
<* May Queen " and again, a little insistently, in his 
**Oriana." 

In the essay on the *^ Philosophy of Composition," 
wherein Poe pretended to set forth the successive 
steps which he took in order to write the ** Raven," 
he asserted that no artistic effect had been more often 
employed in verse than the refrain. ^^The univer- 
sality of its employment sufficed to assure me of its 
intrinsic value, and spared me the necessity of sub- 
mitting it to analysis. I considered it, however, with 
regard to its susceptibility of improvement, and soon 
•aw it to be in a primitive condition. As commonly 
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used, .the refrain or burden, not only is Cmited to 
lyrio Terse, but depends for its impression upon the 
force of monotone — both in sound and thought. The 
pleasure is deduced solely from the sense of identity — 
of repetition. I resolved to diversify, and so heighten, 
the effect by adhering in general to the monotone of 
sound, while I continually varied that of thought; 
that is to say, I determined to produce continuously 
novel effects by the variation of the application of the 
refrain — the refrain itself remaining for the most 
part unvaried.'* Whether Poe knew it or not, this 
exact repetition of the refrain with a shifting meaning 
of the repeated word or phrase was not really a 
novelty of his, since it can be found — to search no 
further — in the ballade and the rondeau and the 
triolet. 

Poe then went on to consider the proper length of 
the refrain itself; and here his acuteness has full 
play. *' Since its application was to be repeatedly 
varied, it was dear that the refrain itself must be 
brief, for there would have been an unsurmountable 
difficulty in frequent variations of application in any 
sentence of length. In proportion to the brevity of 
the sentence would of course be the &cility of the 
variation. This led me at once to a single word as the 
best refrain.'* And as the refrain was properly to 
close the several stanzas, ^^such a dose, to have force, 
must be sonorous and susceptible to profiiu^ted em- 
phasis.'' These considerations *^ inevitably led me to 
the long o as the most sonorous vowel in connection 
with r as the most producible consonant." So he 
sdected for his refrain the single word Nevermore. 

It may be doubted whether Poe is quite candid in 
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his ezplanatioii of the processes of his composition of 
the ^* Baven/' for if the poem is solely the result of 
his analytio determination of the proper constituent 
elements of a pathetic lyric, there would be reason for 
wonder why he did not start up the machinery again 
and manufacture a succession of similar poems. Yet 
few poets have ever taken us so satisfactorily into the 
workshop as Poe did in this paper, la3dng bare the 
artistic motives which glided his creation. Poe de- 
dared these motives to have been conscious, and such 
they may have been in some measure, although probably 
not to tlie degree he claims. A true poet has always 
built better than he knew ; and conscious craftsman as 
Tennyson was, we may doubt whether the half of the 
verbal and metrical f eUcities which we can detect in 
^ Crossing the Bar " were deliberately intended and 
foreseen by the poet. They were the result of Tennyson's 
lifelong attention to technic, until his hand had become 
subdued to what it worked in and until he wrought his 
marvels almost unconsciously. 

The refrain is dosely akin in effect to the repetition 
of a thought in other words — as Tennyson returned 
in his last line to the crossing of the bar, first men- 
tioned in the fourth line of his first stanza. Sometimes 
this can be attained by the recurrence of a single strik- 
ing word, as in this ^^ Parable"^ by Anna Beeve 
Aldrich: — 

I made the cross myself whose weight 

Wm later laid on me. 
This thought is torture as I toil 

Up life's steep Calvary. 

1 By permission from Songs about Love, Life and Death, by Ama 
Eeeve Aldrioh, copyight, 1892, by Charles Seribner's Sons. 
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To think mine own hand! drove the naili 1 

I sang a merrj song, 
And chose the heaviest wood I had 

To build it firm and strong. 

If I had guessed — if I had dreamed 

Its weight was meant for me, 
I should have made a, lighter cross 

To bear up Calvary. 

And this repetition of the vital word or phrase need 
not occur at the end of the poem or even of the stanza. 
Indeed, there is sometimes a special emphasis in plac- 
ing it earlier, as in Lander's exquisite lyric, which has 
a classic grace in its delicate force. In this poem a 
beautiful proper name serves to tie the two quatrains 
together: — 

Ah, what avails the sceptered race, 

Ah, what the form divine I 
What every beauty, every grace I 

Rose Aylmer, all were thine. 

Bose Aylmer, whom those wakeful eyes 

May weep, but never see, 
A night of memories and of sighs 

I consecrate to thee. 

This same transposition of the refrain from the end 
of the stanza is to be seen in Gilder's «^ Sherman/' 
where it opens each of the first three stanzas to reap- 
pear paraphrased but undisguised in the third line of 
the final stanza : — 

Glory and honor and fame and everlasting laudation 

For our captains who loved not war, but fought for the life of 

the nation; 
Who knew that, in all the land, one slave meant strife, not peace; 
Who fought for freedom, not glory; made war that war might 
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Glorj and honor and fame; the beating of mnfiQed dnuns; 
The wailing funeral dirge, as the flag- wrapped coffin comes ; 
Fame and honor and glory ; and joy for a noble soul, 
For a full and splendid life, and laureled rest at the goal. 

Glory and honor and fame; the pomp that a soldier prizes; 
The league-long waving line as the marching falls and rises; 
Rumbling of caissons and guns; the clatter of horses' feet, 
And a million awe-struck faces far down the waiting street. 

But better than martial woe, and the pageant of civic sorrow; 
Better than praise of to-day, or the statue we build to-morrow; 
Better than honor and glory, and History's iron pen, 
Was the thought of duty done and the love of his fellow-men. 

Perhaps it is not needfnl to draw attention to what 
all must have felt — the imitative ingenuity of the 

Rumbling of caissons and guns 

and the imagination and picturesqueness of 

The league-long waving line as the marching falls and rises. 

Poe also made use of another device which has a 
certain likeness to the refrain. He repeated the 
final line of his stanza with a modification of one or 
more words, thus gaining the emphasis of reiteration 
while avoiding the monotony of exact repetition. In 
** For Annie," for example, not a little of the vibrating 
intensity of the lyric is due to these terminal echoes : — 

The moaning and groaning, 

The sighing and sobbing, 
Are quieted now 

With that horrible throbbing 
At heart: — ah, that horrible, 

Horrible throbbing I 

When the light was extinguished 
She covered me warm, 
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And sIm prayed to the angeb 

To keep me from harm. 
To the queen of the angela 

To shield me from harm* 

The same method is to be observed also in ** Anna* 
belLee": — 

For the moon nerer beami, without bringing me dreams 

Of the beautiful Annabel Lee; 
And the stars never rise, but I feel the bright eyes 

Of the beautiful Annabel Lee; 
And so, all the night-tide, I lie down by the side 
Of my darling, my darling — my life and my bridOi 

In her sepulchre there by the sea, 

In her tomb by the sounding sea. 

And in ^^Ulalume/* the principle seems to have 
been carried to an even further extreme: — 

Our talk had been serious and sober, 

But our thoughts they were palsied and seroi 
Our memories were toeaoherous and sere, 

For we knew not the month was October, 

And we marked not the night of the year, 
(Ah, night of all nights in the year I ) 

We noted not the dim lake of Auber 

(Though once we had journeyed down here), 

Bemembered not the dank tarn of Auber 

Nor the ghoul-haunted woodland of Weir. 

This stanza has a magic melody, even if its mean- 
ing is vague and uncertain ; it steals over us like a 
strain of music. And its insinuating charm is due to 
dexterity of rhythmic variation, to adroitness in inven- 
tion of rime, and, ftbove all, to tone-color, to the choice 
and to the contrast of the mere sounds. 

Perhaps this chapter cannot end better than with 
a pregnant quotation from Stevenson's most illumi- 
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native eBsay on ** Style in Literatare *' : ** E^h phrase 
in literatare is built of sounds, as each phrase in music 
consists of notes. One sound suggests, echoes, de- 
mands, and harmonizes with another ; and the art of 
rightly using these concordances is the final art in lit- 
erature. It used to be a piece of good advice to all 
yoang writers to aToid aUiteration ; aad the advice wa. 
sound, in so &r as it prevented daubing. None the 
less for that, was it abominable nonsense, and the 
merest raving of the blindest of the blind who will not 
see. The beauty of the contents of a phrase, or of a 
sentence, depends implicitly upon alliteration and 
upon assonance. The vowel demands to be repeated. 
The consonant demands to be repeated ; and both cry 
aloud to be perpetually varied. You may follow the 
adventures of a letter through any passage that has 
particularly pleased you; find it perhaps denied a 
while, to tantalize the ear ; find it fired at you again 
in a whole broadside ; or find it pass into congenerous 
sounds, one liquid or labial melting away into an- 
otiier.'* 




CHAPTER VI 

THB STANZA 

Vene—- to the true poet — isnodog^. ItiiidljealledatmnmelMid 
a diffionlty. It is a help. It epring^ from the tame enthneiasm as the 
rest of his impulses, and is neoessarj to their satisf aetion and eff eet» 
Verse is no more a clog^ than the eondition of roshing npward is a 
ciog to fire, or than the roundness aod order of the g^lohe is a ciog to 
the freedom and yariety that abound within its sphttre. Veise is no 
dominator orer the poet, exeept inasmuch as the bond is reoipro- 
eal, and the poet dominates orer the yerse. — Lbioh Hunt : WhU if 
Poetryt 

Epic, idyllic and narrative poems, as well ^ didactic, de- 
scriptiye and satiric verse, are usually written continu- 
ously without subdivision into minor parts of a rigid 
length. They may be set off into books or cantos ; but 
they are not cut up into stanzas. That is to say, they 
may have a series of chapters, but they are not measured 
off into equal paragraphs. Lyric poetry, including the 
ballad and often also the story in verse, is generally 
composed of a succession of stanzas identical in structure 
and uniform in length. Thus the stanza is the unit, of 
which the sequence constitutes the poem. It is a part 
of the whole ; and yet it is complete in itself. It re- 
sembles the paragraph of prose^mposition, except 
that it has uniformity of length and of structure. 

In the majority of the poems written in the modem 
languages, rime is employed to make the framework 
of the stanza clearly perceptible to the ear. Bime 
not only marks off the ends of the several lines, it 
serves also to organize and to coordinate the stanza 
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itself. It sustains the architecture of the often elab- 
orate form. This is an added reason why rime should 
be exact and perfect, so that the ear may the more 
readily perceive the scheme of the stanza, however 
oomplez this may be. And as this apprehension and 
retention of the skeleton of the structure imposes more 
or less burden upon the ear, there is a certain disad- 
vantage in a stanza which is too protracted in length, 
or too complicated in arrangement. This must ever be 
borne in mind, in spite of the fact that some stanzaic 
constructions which are neither short nor simple, 
have a sweeping amplitude gratefully welcomed by 
the ear. 

The stanza may be any length, from two lines to a 
dozen or more. A succession of couplets, each com- 
plete in itself, might seem to be unduly monotonous 
to carry a story satisfactorily. Yet the couplet is the 
simple form chosen by Whittier to tell about ^ Maud 
Muller*' and "^ Barbara Frietchie." In the first, the 
sense is generally coincident with the couplet: — 

ICaod Mailer on a tammer's day 
Baked the meadow tweet with hay. 

Beneath her torn hat glowed the wealth 
Of simple beauty and rustic health. 

In the second, the poet sometimes lets the thought run 
on from couplet to couplet : — 

Up from the meadows rich with com. 
Clear in the cool September mom. 

The dnatered tpiree of Frederick stand 
Green-walled by the hiib of Maryland. 
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The couplet is also the form preferred by Aostiii 
Dobson for his ^* Ballad of Beau Brocade** : — 

Seyenteen hnndred and ibirty-nioe — 
That was the dais of this tale of miiia. 

Fint great George was buried and gone ; 
George the Seoond was plodding on. 

The British bard, it must be noted, allowed himself 
the liberty of an occasional triplet to interrupt the 
current of his couplets : — 

Oat spoke Dollj the chambermaidy 
(Tremoloim now and sore afraid,) 
<< Stand and deliver, O Bean Broeade l"* 

Firing then, oat of sheer alarm. 
Hit the Bean in the bridle arm. 

Button the first went none knows where^ 
But it earned away his solitaire ; 

Button the seoond a circuit made, 
Glanced in under the shoulder-blade ;— 
Down from the saddle fell Beau Brocade. 

The triplet has also served as a stanza, generally 
tied together by a single rime, as in LongfelloVe 
«* Maidenhood'*: — 

Maiden I with the meek, brown eyes, 
In whose orbs a shadow lies 
Like the dusk in evening skies I 

Thou whose locks outshine the sun, 
Golden tresses, wreathed in one, 
As the braided streamlets run I 

Standing, with reluctant feet. 
Where the brook and river meet. 
Womanhood and childhood fleet 1 
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Longfellow's triplets are troohaio tetrameters with 
the final short syllable dropped. In ^^A Toccata of 
Galappi^s," Browning employs triplets of trochaic oc- 
tameter, also cutting off the final short syllable : — 

As for Veniee and her people, merely bom to bloom and drop, 
Here on earth they bore their iruittige, mirth and folly were the 

crop : 
What of soul was left, I wonder, when the kissing had to stop ? 

Sometimes the poet has chosen to avoid the triple 
repetition of the same sound in leaving the middle 
line of the three unrimed ; and sometimes he has 
carried over into the second triplet the terminal 
sound of this second line. This is what Browning has 
done in the *^ Statue and the Bust " : — 

There 'f a palaee in Florence, the world knows well, 

And a ftatue watches it from the square. 
And this story of both do oar townsmen telL 

Ages ago, a lady there, 

At the farthest window facing the East 
Aiked, '^Who rides by with the royal air?'* 

The bridesmaids' prattle aroond her ceased; 

She leaned forth, one on either hand ; 
They saw how the blosh of the bride increased — 

This same method of linking the triplets together 
into a chain is to be found also in Morris's ^* Defence 
of Guinevere '* : — 

Bat, knowing now that they wonld have her speak, 
She threw her wet hair backward from her brow^ 
Her hand close to her moath, teaching her cheek, 

As though she had there a shamefal blow, 

And feeling it shameful to feel ought bnt shame 
All throagh her heart, yet felt her cheek bam so^ 
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She mmt a little toneh it: like one lame. 

She walked awaj from Graawaine, with her head 
Still lifted up ; and on her eheek of flame. 

A masaive and sweeping triplet-stanza is that em- 
ployed by Eapliug in the dedioation of his book of 
Terses to his dead brother-in-law, Woloott Balestier. 
It owes mach of its weight and largeness to the length 
of the several lines, which are iambic heptameter: — 

Beyond the path of the outmost son thiongh utter darkneis 

hurled — 
Further than ever comet flared or vagrant sta^-dust twirled — 
lire Booh aa fought and sailed and ruled and loved and made 

our world. 

They are purged of pride because they died, they know the 

worth of their bajs, 
They sit at wine with the Maidens Nine and the Gods of the 

£lder Days, 
It is their will to serve or be still as fitteth our Father's praise. 

This large triplet-stanza is appropriate to the full- 
blown eulogy which is here Eapling's intent. But it 
is not fitter for its special purpose than the more re- 
served triplet-stanza that Tennyson chose for his 
•* Two Voices": — 

And all so variousl j wrought, 

I marveil'd how the mind was brought 

To anchor by one gloomy thought. 

Of all possible stanzas the quatrain is the most fre- 
quent in English verse. Generally the first and third 
lines rime together, and the second and fourth, — as 
in Emerson's " Concord Hymn " : — 

By the rude bridge that arched the flood. 

Their flag to April's breeze unfurled, 
Here once the embattled farmers stood, 
And fired the shot heard round the world. 
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This form of the quatrain maybe varied by the altexw 
nation of double and single rimes, as in Byron's : — 

When a man hath no freedom to fight for at homei 
Let him oombat for that of his neighbors; 

Let him think of the glories of Greece and of RomOi 
And get knocked on the head for his labors. 

And in this of Shelley's : — 

I fear thy kisses, gentle maideui 

Thoa needest not fear mine; 
My spirit is too deeply laden 

Ever to harden thine. 

Some poets have found an advantage in leaving the 
first and third lines unrimed, as in this quatrain of 
Coleridge's : — 

All thonghts, all passions, all delights, 
Whatever stirs this mortal frame; 

All are but ministers of love, 
And feed his sacred flame. 

But although this is here printed as four lines, it 
may be questioned whether the ear does not really re- 
ceive it rather as two long lines, in consequence of 
the absence of the rime. In this case there is a cer- 
tain strain imposed on the hearing. This is probably 
the reason why careful versifiers rarely leave any pair 
of lines unrimed in a poem which is otherwise 
rimed. A single unrimed line in a quatrain, the 
other three lines of which rime together, is often 
restful ; and this is the form of the quatrain chosen 
by Htzgerald for his translation of Omar Khayy&m : — 

A book of verses underneath the boagh, 
A jug of wine, a loaf of bread, and thoa 
Beside me singing in the wilderness — 
01^ wilderness were Paradise enow I 
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Another disposition of the unrimed line is to be 
found in Byron's &miliar epistle to his publisher, 
which consists of a riming triplet, with an unrimed 
refrain: — 

To thee, with hope and terror domb^ 
The nnfladged MS. authors oome ; 
Thoa printest all — and sellest some — 

M J Mnrraj. 

Along th J ipmoeit bookshelyes shine 
The works thoa deemest most diTine -~ 
The '^ art of oookerj/' and mine, 

My Murray. 

This same arrangement of the quatrain, which Byron 
employed jocularly, serves also for the massive and 
resonant ^^Battle-Hymn of the Republic " : — 

Mine eyes haye seen the glory of the coming of the Lord : 
He is Sampling out the yintage where the grapes of wrath are 

stored; 
He hath loosed the fateful lightning of his terrible swift sword : 
His truth is marching on. 

In this lofty lyric, the refrain always ends with 
M marching on," but the rest of the line is sometimes 
varied: — 

His day is marching on, 

and 

Since Grod is marching on. 

This is a form of the quatrain dosely akin to a 
triplet ; and there is also a form of the quatrain which 
is composed of two consecutive couplets. Here is an 
example, from Byron's *^ Stanzas written on the Road 
from Florence to Pisa** : — 

Oh, talk not to me of a name great in story; 
The days of our youth are the days of our glory; 
And the myrtle and vry of sweet two-«nd-twenty 
Are worth all your laurels, though ever so plen^. 
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In this qnatrain, the two couplets come one after 
the other. In the quatrain which Tennyson chose for 
^ In Memoriam" a couplet is inserted between the lines 
of another couplet : — 

Who loYes not Knowledge ? Who ihall nil 
Against her beanty ? May she mix 
With men and proeper I Who shall fix 

Her pillars ? Let her work preyail. 

But on her forehead sits a fire; 
She sets her forward eountenanoo 
And leaps into the future ehancei 

Submittiug all things to desire. 

As it is customary to represent iambs and trochees 
by symbols, w and -w, so it is traditional to indicate 
the rimine scheme of any stanza by alphabetical sym- 
boU, a-« representing one pair of rimL, 6^ another 
and x-x standing for lines without rime. Translating 
into these alphabetic symbols the several forms of the 
quatrain, we see that the alternating rimes, all single 
or single and double, as in the examples from Emex^ 
son and Shelley, are arranged thus, a, &, a, b. In Cole* 
ridge's quatrain we have x, a^x^ a; in Fitzgerald's 
Oj a^x^ a and in Byron's flippant address to Murray, 
a, a, a, x. In Byron's quatrain composed of a pair of 
couplets, we have a, a, &, & ; and in Tennyson's ** In 
Memoriam " we have a, &, &, a. These are not all the 
ways in which rimed and unrimed lines can be ar- 
ranged in a quatrain, but they are the most frequently 
used. And these forms of the quatrain may be made 
infinitely various by lengthening or shortening one or 
more lines of the four. The rime-scheme of Bryant's 
*^ To a Waterfowl " is a, &, a, &, the same as that of 
Emerson's ^ Concord Hymn " ; and yet the effect upon 
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the ear is totally different in consequenoe of the met* 
rical variation : — 

Whither, midit falling deW| 
While glow the heaTeni with the last itept of daj. 
Far, through their roe j depthsi dost thoa pnnue 

Thy solitary way ? 

The same also is the rime-scheme of Hood's *^ Haunted 
House," wherein the difference is accentuated by the 
double rime : — 

The wood-louse dropped and rolled into a hall. 
Touched hy some impulse, ocoult or meohanio. 

And nameless beetles ran along the wall -- 
In nniversal panie. 

Just as the quatrain may be composed by the union 
of two couplets, one following the other, so two qua> 
trains of any of these forms may be combined into an 
eight-line stanza. The stanza of the ordinary ballad is 
simply a double quatrain, riming a, &, a, &, c, cif, c, dy 
or else with the first, third, fifth and seventh lines 
left unrimed, x, a, as, a, as, 6, a;, 6, as in Kipling's 
«♦ Merchantmen " : — 

King Solomon drew merohantmen^ 

Because of his desire 
For peacocks, ftpM, and ivory. 

From Tarshish unto Tjre : 
With cedars out of Lebanon 

Which Hiram rafted down. 
But we be only sailormen 

That use in London Town. 

The noble stanza in which Drayton composed his 
superb and sonorous ^^ Battle of Agincourt " is simply 
two triplets with the fourth and eighth lines riming toi 
gether, a, a, a, 6, c, c^c^hi —  
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Fair stood the wind for Franoe, 
Wben we our tails advanoe. 
Nor now to prove our chance 

Longer will tarry ; 
But putting to the main, 
At Caux the mouth of SeinOi 
With all his martial train 
Landed King Hany. 

Herrick, who is a master of metrical effect, in his 
lively *^ To Violets " uses a shorter line than Tennyson 
chose for his stately ^^ In Memoriam," but employs the 
same arrangement of rimes, a, by &, a, Cj dj d, c: — 

Welcome, maids of honor I 

Yon do bring 

In the Springy 
And wait npon her. 
She has yirgins many 

Fresh and fair; 

Yet you are 
More sweet than any. 

Another effective eight-line stanza is that which 
Byron handles wittily in *^Don Joan." The rime-scheme 
is a, &, a, bj a, &, c, c, the final couplet coming like the 
orack of a whip : — 

If oyer I should condescend to prose 
I *11 write poetical conunandments, which 

Shall supersede beyond all doubt all those 
That went before; in these I shall enrich 

My text with many things that no one knows. 
And carry precept to the highest pitch: 

I '11 call the work ^ Longinus, o'er a Bottle, 

Or, Every Poet his own Aristotle.'' 

Yet another arrangement of rimes, pleasing to the 
•ar and binding the stanza into compact unity, is that 
tn which a quatrain is followed by a triplet, the added 
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eighth line riming with the second and fourth, a, 5, d^ 
&, c, c, c, &, as in Swinburne's ^^ Grarden of Proser- 
pme : — 

We are not rare of sorrow, 

And joy was never rare; 
To-day will die to-morrow, 

Time itoops to no nmn'f lore; 
And loye, grown faint and fretfolf 
With lipe but half-regretful, 
Sight, and with eyes forgetful 

Weeps that no loyes endure. 

Also excellent in its tying of the two quatrains to- 
gether is the form found, for example, in Chaucer's 
*^ Monk's Tale," a, &, a, &, &, c, &, c, the second rime 
of the first quatrain continuing as the first rime of the 
second quatrain, thus setting a couplet in the middle 
of the stanza: — 

Cenobia, of Palymerie queene — 

As writen Persies of hir noblesse, — 
So worthy was in armes, and so kene, 

That no wight passed hir in hardynesse, 

Ne in lynage, ne in other gentilesse. 
Of Kinges blood of Peros is she descended; 

I seye not that she had moost faimesse, 
But of hire shape she myghte not been amended. 

Not only can almost numberless combinations of 
rimes be essayed in the eight-line stanza, but any com* 
bination which may be adopted can be modified to 
suit the theme, and can be made to take on an aspect 
of novelty by shortening certain lines and lengthening 
others, and by the interlinking of double rimes with 
single or by leaving certain lines unrimed. The choice 
of types at the command of the poet is practically in* 
exhaustible ; and he reveals his intuitive feeling for 
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verse by the oertainly with which he seleots the type 
that is best suited to his subject, and by the skill with 
which he so modifies this as to serve his immediate 
purpose. 

After the quatrain, the stanza of eight lines has 
been the most popular with the poets of our language. 
Yet they have chosen to write also in stanzas of many 
another length ; and it is only proper to give a few 
specimens of the more significant of these other stan- 
was. The stanza of five lines, for example, has ad- 
vantages of its own. Sometimes it resembles one of 
the quatrain-forms already considered with the addi- 
tion of an extra line ; and sometimes it takes on a 
special quality of its own. The younger Hood con« 
sidered it ^^one of the most musical forms of the 
stanza," since ** it is capable of ahnost endless variety, 
and the proportions of rimes, three and two, seem to 
be especially conducive to harmony." The rime-scheme 
may be a, a, &, &, x, the x representing a refrain, as 
in Longfellow's *^ Excelsior " : — 

The shades of night were falling fiuit, 
As throagh an Alpine Tillage passed 
A yonth, who bore, *mid snow and ioe, 
A banner with the strange device, 
Ezoelsior I 

Or it may be a, &, a, &, &, as in Waller's ^ To a 
Eose": — 

Go, lorelj rose 1 
Tell her that wastes her time and me, 

That now she knows, 
When I resemble her to thee, 
How sweet and fair she seems to be. 

Here the final couplet seems to sum up and rein* 
force the staoza, giving it a sharper point. The same 
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rime-8oheme with the use of double rimeB is found in 
Shelley's »* Skylark " : — 

Higher still and higher 

From the earth thoa tpringest 
Like a oload of fire ; 

The hlue deep thon wingeity 
And singing still doet soar, and soaring eTer singest 

Here the lengthening of the fifth line strengthens 
the stanza. Perhaps it was Shelley's use of this effect 
in lyric which suggested to Swinburne the type he 
employed more than once, in which the fifth line is as 
long as all the four lines which precede it : — 

First life on m j sources 

First drifted and swam; 
Out of me are the forces 
That save it or damn; 
Out of the man and woman and wild-beast and bird; before God 
wasylam. 

If we analyze this metrically, we perceive it to be 
really an anapestic heptameter couplet, of which the 
first line is divided into four parts by the use of 
double and single rhymes, gaining weight and mass 
by the full flow of the final line, unencumbered by in- 
ternal rime. But this is a form to be handled satis^ 
factorily only by a master; and it lends itself easily 
to parody, because of the obvious peculiarity of iti 
structure. It was borrowed by Bret Harte for his 
^* Plain Language &om Truthful James": — 

Which I wish to remark, 

And my language is plain, 
That for ways that are dark 

And for tricks that are vain, 
The heathen Chinee is peculiar, 

Which the same I would rise to 
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In one of the lyrics of **The Foresters/' Tennyson 
has a five-line stanza, a;, a, &, a, &, in which he obtains 
an efEect of ease and freedom by leaving the first line 

without rime: — 

V 
Love flew in at the window 

As Wealth walked in at the door. ^ 

^ Yon have come as you saw Wealth coming," said I. /-' 

But he fluttered his wings with a sweet little cry, / 

** I '11 cleave to you rich or poor." ci^' 

And in *^ A Serenade at the Villa," Browning is 
content with five lines of equal length, rimed alter- 
nately, a, &, a, &, a, perhaps the simplest possible 
arrangement of this stanza: — 

That was I» yon heard last night, ^^. 

Where there rose no moon at all, /^ 
Nor, to pierce the strained and tight (> 

Tent of heaven, a planet small: -^^ 
Life was dead, and so was light. ^ 

It may be thought that Mrs. Browning was a little 
too negligent of the possibilities of the five-line form, 
when she was content to use only one rime, leaving 
two Unes unrimed,— a;, a, x, a, a; but there is in- 
disputable strength in the lengthening of the final 
line, although this is not paraded as in Swinbume^s 
stanza already quoted: — 

Oh, a lady might have come there. 

Hooded fairly like her hawk 
With a book or lute in summer. 

And a hope of sweeter talk. 
Listening less to her own music than for footsteps on the walk. 

When we analyze this, we discover that it is really a 
triplet of trochaic octameter, although presented to the 
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eye as five lines, — much as Swinburne's stanza re* 
yealed itself as a eouplet. In fact, both Swinburne's 
and Mrs. Browning's are not really in the fiye*line 
form, since they assume this outer shape only to the 
eye. To the ear Swinburne's is only a couplet of long 
Ihies, and Mrs. Browning's is only a triplet. In Mrs. 
Browning's case the absence of more than the abso- 
lutely necessary three rimes makes this fairly obvious, 
even to a careless ear; whereas the two pairs of rimes 
inside Swinburne's first line may be held to give his 
stanza more claim to be considered as actually made up 
of five lines, in spite of the metrical equivalence of the 
first four to the final one. 

Longfellow employed an effective five-line stanza in 
his ^^ Enceladus," a, &, ^ a, & : — 

Under Mount Etna he lies. 

It is slumber, it is not death ; 
For he struggles at times to arise. 
And above him the lurid sides 

Are hot with his fiery breath. 

Just as two quatrains can be combined into an eight- 
line stanza, so two five*line stanzas can be united to 
make a ten-line type. Sometimes, indeed, the five*line 
stanzas may even be printed separately, although the 
rime goes over from the first to the second and from 
the third to the fourth, as in Longfellow's ^* The Grob- 
let of Life," in which the rime-scheme is a, a, a, a, &| 

•■"■C, C, C, C, O . ' 

Filled is Life's goblet to the brim ; 
And though my eyes with tears are dim, 
I see its sparkling bubbles swim, 
And chant a melancholy hymn 
With solemn voice and slow. 
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No purple flowen, — no garlandi greeiit 
Conceal the goblet's shade or sheen, 
Nor maddening drafts of Hippocrenei 
Like gleams of sunshine, flash between 
Thick leaves of mistletoe. 

This is one of Longfellow^s earlier lyrics and he did 
not employ this type again, probably feeling that the 
fourfold repetition of the rime in prompt succession 
was a little monotonous, and that the long wait for the 
rime of the fifth line to recur in the tenth was per- 
haps a little fatiguing to the ear. 

The two five-line stanzas may be merely conjoined, 
as in Moore's ^^ The Time I Ve lost in wooing," wherein 
the rime-scheme is a^ a^ b, b, c^ c^ c^ dj d^ ci — 

The time I Ve lost in wooing, 
In watching and pursuing 

The light that lies 

In woman's eyes, 
Has been my heart's undoing. 
Though wisdom oft has sought me^ 
I scorned the love she brought me. 

My only books 

Were woman's looks. 
And folly 's all they taught me. 

A better arrangement of the ten-line stanza is that 
we find in Gray's *' On a Distant Prospect of Eton Col« 
lege," wherein he ties together by a middle couplet two 
quatrains, the first with interlinked rimes and the last 
with rimes arranged, as in Tennyson's ^^ In Memoriam/' 
Of &, a, 6, c, c, c7, 6, 6, cif : — 

Ye distant spires, ye antique towers. 

That crown the watery glade. 
Where grateful Science still adores 

Her Henry's holy shade ; 



r 



118 A STUDY OF VEBSIFICATH)N 

And ye, that from the stately brow 
Of Windsor*! heights the expanse below 

Of groye, of lawn, of mead snrrej, 
Whose torfy whose shade, whose flowers among 
Wanders the hoary Thames along 

His silver- winding way. 

There is an effective ingenuily in the ten-line stanza 
which Bret Harte employed in ^^ Miss Blanche Says.'* 
The rime-scheme is a, &, a, &, c, cif, c, c, c, c? ; and the 
quadruple repetition of one riming sound is relieved 
by the use of double rimes in four of the other lines : — 

And yon are the poet, and so yon want 

Something — what is it 7 — a theme, a fancy ? 
Something or other the Muse won't grant 

To your old poetical necromancy ; 
Why, one half yon poets — you can't deny — 

Don't know the Muse when you chance to meet her. 
But sit in your attics and mope and sigh 
For a faineant goddess to drop from the sky, 
When flesh and blood may be standing by 

Quite at your service, should you but greet her. 

It is needless to attempt to catalog all the possible 
forms of the ten-line stanza, since it is capable of un- 
ending variations in the rime-scheme. But no one of 
its several types is quite as large and sweeping as the 
nine-line stanza which Spenser employed in the ** Faeiy 
Queen '' and which is usually called the Spenserian : — 

So pure and innocent as that same lamb. 

She was in life and every virtuous lore ; 

And by descent from royal lineage came 

Of ancient kings and queens, that had of yore 

Their scepters stretcht from east to western shore. 

And all that world in their subjection held ; 

Till that infernal fiend with foul uproar 

Forwasted all their land, and them expelled ; 

Whom to avenge she had this Knight from far compelled. 
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.This Spe nserian stanza is onj^joi the.^ost melodious 
instruments wXerw a-great poet, plajiiia on, and we 
need not w<Muler that Byron and Bums, Keats and 
Hood borroired it in turn and e¥aked delicious music 
frogM^ Holmes described it as 

The f weet Spenserian, gathering as it flowSy 
Sweeps gently onward to its dying cloMy 
Where waves on waves in long succession pooTi 
Till the ninth billow melts along the shore. 

Lowell had the same figure of speech in one of those 
eritical papers of his which were always informed 
with the insight of a poet into the mechanism of his 
art ^^ There is no ebb and flow in the meter more than 
on the shores of the Adriatic, but wave follows wave 
with equable gainings and recessions, the one sliding 
back in fluent music to be mingled with and carried 
forward by the next. In all this there is soothingness, 
indeed, but no slumberous monotony ; for Spenser was 
no mere metrist, but a great composer. By the variety 
of his pauses — now at the close of the first or second 
foot, now of the third, and again of the fourth — he 
gives spirit and energy to a measure whose tendency 
certainly is to become languorous. He knew how to 
make it rapid and passionate at need.'' 

Three other nine-line stanzas may be mentioned 
here. One of them is Chaucer's, of which the rime- 
scheme is (i^ d, b^ Oj a, &, b^ c^ c. A second is that 
which we find in Foe's ** Ulalume," where the rimes 
are arranged a, &, &, a, &, a, &, a, &, the final a, &, 
consisting of a repetition of the riming words of the 
preceding a, b. The third is that employed by Tenny- 
son in ^^ The Lady of Shalott," CfO^ a^ c^b^ c^Cf c^ bi 
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the two h rime-words being always Shalott and Come- 
lot^ wliioh thus serve as a double refrain, so to speak. 
This nine-line stanza of Tennyson^s may be compared 
with Longfellow's ten-line stanza in ^^The Gbblet of 
Life":— 

On either side the river lie 
Long fields of harle j and of lye^ 
That clothe the wold and meet the sky ; 
And through the field the road rons by 

To many-towered Camelot ; 
And up and down the people gO| 
Grazing where the lilies blow 
Bound an island there belowi 

The island of Shalott 

Although many poets have written in stanisas of 
more than ten lines, !few of these longer forms haye 
justified themselves. Ten is apparently the utmost 
limit of the lines, the rimes of which the ear can 
reoeiTe without undue strain on the attention. Moore 
employed a thirteen-Une stanza in ^ Fly not yet ** ; 
Eranois Mahoney used sixteen short-lines in his ^^ Bells 
of Shandon,'' ending every stanza with a refrain ; and 
Swinburne, ever confident in his 'strength of wing, 
strove to soar aloft in a stanza of twenty-four lines in 
his '' Last Orade.'' 

The consideration of the combination of quatrains 
into the eight-line stanza and of fiv^line stanzas into 
ten-line stanzas led to the temporary overlooking of a 
shorter stanza, which now demands consideration. 
This is the six-line stanza. It is found very early in 
English verse, as in this ** Christmas Carol,'' where 
the rime-scheme is8B,a,9s,a,9s,a: — 

God reet you merry, gentlemen. 
Let nothing yon dismay. 
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Remember Christ our Sayior 

Was bom on Christmas day: 
To save us all from Satan's power 

When we were gone astray. 

This is the same rime-scheme as we find in Longfel- 
low's ** The Village Blacksmith," in Willis's " Unseen 
Spirits," and in Foe's ^* Annabel Lee." With the 
first, third, and fifth lines riming together, the form 
seems to be rare. 

Sometimes the six-line stanza is made np of three 
oonsecutiye couplets, a, a, &, &, c, c, as in Bunner's 
** Forfeits" »: — 

They sent him round the circle fair/ 
To bow before the prettiest there. 
I 'm bound to say the choice he made 
A creditable taste displayed; / 

Although — I can't say what it meant ^* 
The littie maid looked ill-oontent. / 



task was then anew begun— 
To kneel before the wittiest one. 
Once more that little maid sought he^ 
And went him down upon his Imee. 
8he bent her eyes upon the floor— 
I think ^e thought the game a bore» 

He circled then — his sweet behest 
To kiss the one he loved the best. 
For all she frowned, for all she chid, 
He kissed that little maid, he did. 
And then —though why I can*t decide — 
The little maid looked satisfied. 

Sometimes it is composed of a quatrain with alter- 
nate rimes followed by a couplet, a, &, a, &, c, c, as 
in this " Song " of Shelley's : — 

^ By permiirion from Poemi, by H. C. Bunner, copyrighted, 1884, 
by Charloo Scribner's Sons. 
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Barely, rarely oomeit thooi 

Spirit of Delight I 
Wherefore hast thou left me now 

Many a day and night ? 
Many a weary night and day 
'Tis since thoa art fled away. 

One of the most effective arrangements of rimes in 
the six-line stanza is that which we see in Longfellow's 
"Seaweed," in Hood's "Progress of Art," and in 
Holmes's " The Last Leaf." The scheme is a, a, &, 
c, c, 6 : — 

I saw him once before, 
As he passed by the door. 

And again 
The payement stones resound, 
As he totters o'er the ground 

With his cane. 

I^ective also is the restriction to two rimes only^ as 
in Longfellow's " Prelude," a^b^a^ajO^b: — 

Before me rose an aTcnne 

Of tall and sombrons pines ; 
Abroad their fan-like branches grew. 
And, when the snnshine darted through, 
Spread a Tapor, soft and blue, 

In long and sloping lines. 

The six-line stanza was a special favorite of Long- 
fellow's. In ^^ The Cumberland " he essayed still an* 
other rime-scheme, a^bjOjCjC^b: — 

Next mom, as the snn rose over the bay, 

Still floated our flag at the mainmast head. 
Lord, how beautiful was Thy day I 
Every waft of the air 
Was a whisper of prayer. 
Or a dirge for the dead. 
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Bums made frequent use of another six-line stanza 
with only two rimes, a, a, a, &, a, 6, as in his lines 
«« To a Mouse '' : — 

Still thoa art blest, compared wi' me I 
The present only touoheth thee: 
But, ochi I backward oast my e'e 

On prospects drear I 
An' f orwardi though I cannot see, 

I guess an' fear I 

The seyen-Une stanza is not frequently found, — 
far less frequently than the stanza of five lines. It 
may be a quatrain and a couplet with a final line 
riming with either pair of the lines of the quatrain, as 
in Swinburne's resonant invocation ^^ To Walt Whit- 
man in America" : — 

Till the motion be done and the measure 
Circling through season and clime, 

Slumber and sorrow and pleasure, 
Vision of virtue and crime; 

Till consummate with conquering eyes, 

A soul disembodied, it rise 
From the body transfigured of time. 

The seven-line stanza may, of course, have many 
other arrangements of its rime-scheme. Bossetti, for 
example, in ^^ Love's Noctum,'' chose to limit himself 
to two rimes, a, 6, a, &, &, a, b : — 

Master of the murmuring courts 

Where the shapes of sleep convene I — 
Lo I My spirit here exhorts 

All the powers of my demesne 

For their aid to woo my queen. 
What reports 

Yield thy jealous courts unseen. 
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Tennyson, in his ^^Fatima," rimes his first font 
lines together and his last three, — a^c^a^a^ &,&,&: — 

O Lots, LoTe, LoTel withering might I 
O snn, that from thy noonday height 
Shndderest when I strain my tight, 
Throbbing thro' all thy heat and light, 
Lo, falling from my constant mind, 
Lo, parch'd and wither'd, deaf and blind* 
I whirl like leaves in roaring wind. 

But the fourfold repetition of the first rime and 
the threefold repetition of the second combine to give 
the stanza an air of artificiality. There is a lack of the 
apparent ease and spontaneity, which most easily cap* 
ture our interest. Indeed, ^^Fatima," for all its poetic 
and psychologic power, seems to be one of Tennyson's 
less successful experiments. 
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THE 80NNBT 

In the molt ■aoeenfnl peoet of poetical oompodtion, the itniggle 
between matter and form is not Tinble. Expression and thought are 
adapted and mntnally helpful. Bat even single lines ... of this per- 
fection are rare. What we nsoally find is metrical skill snrpaasing 
power of thought ... or, on the other hand, expression laboring witk 
an idea which it is unable to embody. This conflict, which takes plaoa 
in that part of poetic effort which falls within the domain of iLrt, ia 
most perceptible in the sonnet, for the reason that this is the one form, 
which, in our language, has been brought within the control of fixed 
fulea. — Mabx Pattuov, Introduttian to MiUmCt SonmU. 

The stanza has been considered in the previous chap- 
ter as a constituent part of a longer poem, as a single 
link of a lengthening chain. Yet it may be independ- 
ent ; it may stand forth alone as a poem complete in 
itself. There are very brief lyrics in a single stanza 
of ten lines, or of five or even of two. The couplet is 
the shortest possible form of the stanza, and it has 
often served for epigram. There is, for example, Gray^s 
epitaph on himself: — 

Life is a jest, and all things show it. 
I thought 80 onoe, and now I know it. 

And here is the inscription which Pope wrote for 
the collar of a dog that belonged to the Prince of 
Wales: — 

I am his Highness' dog at Eew; 

Pray, sir, tell me, — whose dog are you ? 

These are pretty trifles only, crackling with wit ; 
but the couplet has also served to present airier fancies 
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or sterner thoughts, as in these two lines of Herriok^s 
"Tears and Laughter " : — 

Knewest thoa one month would take thy life away, 
Thou 'dst weep ; but laagh, ihoold it not last a day. 

Aind in these two by the same dextrous lyrist, on 
"Dreams**: — 

Here we are all, day by day ; by night we 're hurled 
By dreams, each into a several world. 

The couplet has sufficed also for a sterner purpose 
in Emerson's "Inscription for a Well in Memory of 
the Martyrs of the War": — 

Fall, stream, from HeaTen to bless ; retnm as well ; 
So did oar sons ; Heayen met them as they fell. 

So may the single triplet be adequate for the dear 
presentation of the poet's feeling at the moment, as 
in this three-line poem, also by Herrick, ^^On Him« 
self": — 

Lost to the world, lost to myself, alone 
Here now I rest under this marble stone, 
In depth of silence, heard and seen of none. 

Landor chose the triplet once for the modest con- 
tribution " Written on the First Leaf of an Album " : — 

Pass me ; I only am the rind 

To the rich fruit that you will find, 

My friends, at every leaf behind. 

Of all the briefer stanza forms, the one which has 
most often been chosen for the expression of a single 
thought or for the record of a single mood or feeling 
is the quatrain. Many poets have found that they 
oould phrase a fleeting impression better in four lines 
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than in six or eight. They have relished the sober com- 
paetness of this form which imposes a stern conden- 
sation* They have profited by the possible variety 
within the limitations of the four lines — the choice of 
any one of three rime-schemes, a, &, a, ^j.C^r fli ^j ^> — 
&, or .a, b^b^,ai tha option betWeecTany one of the 
four rhythms, and the privilege of lengthening or 
shortening the meter of any line. The English quat- 
rain has slowly come to be recognized by the lyrists 
of our language as a fit instrument for special occa- 
sionsj — for the epitaph, for the memorial inscription, 
for any brief utterance which would gain by an Attic 
concision and an Attic elevation of tone. 

Thus Lowell chose the quatrain for the inscription 
which he was asked to compose for the Soldiers' and ^ 
Sailors' Monument in Boston : — 

To those who died for her on land and sea, 
That she might have a country great and free, 
Boston huilds this : hnild je her monument 
In liyes like theirs, at duty's summons spent. 

Gilder sent a quatrain to Lowell himself on the 
latter 's birthday: — 

Navies nor armies ean exalt the state, — 
Millions of , men, nor coined wealth untold : 
Down to the pit may sink a land of gold ; 

But one great name ean make a oountry great. 

For two memorial windows in St. Margaret's, West- 
minster, Lowell and Whittier prepared quatrains. The 
former had to commemorate Ealeigh : — 

The New World's sons, from England's hreasts we drew 
Such milk as bids remember whence we came ; 

Froud of her Past, wherefrom our Present grew, 
This window we inaeribe with Baleigh's name. 
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And the latter did homage to Milton: — 

The New World honon him whoee loftj plea 
For England's freedom made her own more sorei 

Whoee song, immortal as its theme, shall be 
Their common freehold while both worlds endure. 

The quatrain has been found fit for other purposes 
than inscriptions and congratulations, as is made plain 
in Aldrich's *^ Pessimist and Optimist '' : — 

This one sits shiTering in Fortune's smile, 
Taking his joy with bated, doubtful breath ; 

This other, gnawed by hunger, all the while 
Laughs in the teeth of Death. 

Aldrich maintained that the quatrain was ** a sur- 
prisingly difficult form of poem," with a ^* difficulty 
out of all proportion to its brevity. A perfect quat- 
rain is as rare as a perfect sonnet. The quatrain has 
laws as imperative as those of the sonnet, not to be 
broken with impunity. Four lines do not necessarily 
constitute a quatrain proper any more than fourteen 
lines necessarily constitute a sonnet. If your little 
stanza ends with a snap, it becomes an epigram and 
ceases to be a poem. The idea or thought expressed 
must be so fully expressed as to leave no material for 
a second stanza. The theme that can be exhausted in 
the space of four lines is not easy to light upon. Lan- 
der was a master in this field." 

It may be well to illustrate this last assertion by 
citing two of Lander's quatrains. Here is one written 
on his seventy-fifth birthday : — 

I strove with none, for none was worth my strife; 

Nature I loved, and next to Nature, Art; 
I warmed both hands before the fire of life, 

It sinks, and 1 am ready to depart 
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And bere is another, apparently composed even 
later: — 

Death stands above me, whispering low 

I know not what into my ear ; 
Of his strange language all I know 

Isy there is not a word of fear. 

Like the couplet, the quatrain has served also for the 
purposes of satire ; and then it is likely to end with a 
snap and to become an epigram rather than an epi- 
graph. Here are the viyacious four lines which Byron 
Wrote on his wedding-day, Januaiy the second : — 

Here 's a happy New Tear t bnt with reason, 

I beg you 11 permit me to say — 
Wish me many returns of the season, 

But as few as you please of the day. 

The noblest fixed form of English verse, far more 
valuable than the couplet or the quatrain, which have 
voiced satire more often than not, is the sonnet. Al- 
though it is not English in its origin, but borrowed 
from the Italian, it has been firmly established in our 
language for more than three centuries. It has proved 
itself a superb instrument for the supreme masters of 
English poetry; and in no other tongue is there a 
more splendid collection of sonnets than in our own. 
And yet there is no final agreement on its exact form. 
The sonnets of Shakspere are written in an arrange- 
ment of rimes far easier than that in which the son- 
nets of Milton are composed. Indeed, most of those 
who have set forth the theory of this form are inclined 
to deny that the so-called sonnets of Shakspere are 
justly entitled to the name. All are agreed that the 
sonnet is a stanza of fourteen iambic pentameter lines, 
complete in itself, containing a single thought and ex« 




180 A STUDY OF VEBStFICATION 

pressing this adequately and amply. Most critics would 
demand more than this ; they would insist that the true 
sonnet conforms to a special scheme of rimes, and that 
no fourteener which does not conform to this scheme 
is fairly to be termed a sonnet. 

The stanza which satisfied Shakspere consisted sim- 
ply of three quatrains followed by a couplet. Each of 
the three quatrains rimes a, 6, a, &, and the rimes in 
each of the three are distinct ; and distinct also are the 
pair of rimes in the final couplet. This is the form pre- 
scribed by George Grasooigne, who has defined it as ^^ a 
poem of fourteen lines, every line containing ten syl- 
lables, the first twelve riming in staves of four lines 
by cross meter, and the last two riming together." 
It is this prescription that Shakspere chose to follow. 
Here is his one hundred and thirty-ninth sonnet, as 
characteristic as any : — 

O, call me not to juitify the wrong 
That thy nnkindneis lays upon my heart; 

Wound me not with thine eye bi}t with thy tongae, 
Uie power with power and alay me not by art. 

TeU me thoa lov'it eliewhere, but in my sight, 
Dear heart, forbear to glance thine eye aside: 

What need'at thoa wound with cunning when thy might 
Is more than my o'er-press'd defence can bide ? 

Let me excuse thee : ah I my love well knows 
Her pretty looks have been mine enemies, 

And therefore from my face she turns my foes, 
That elsewhere they might dart their injuries : 

Tet do not so, but since I am near slain. 
Kill me outright with looks and rid my pain. 

In this poem we note that every quatrain is com* 
plete in itself, being in fact almost an independent 
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•tanza, and that the couplet winds up the brief lyrio 
with a sharp snap which is almost epigrammatic in its 
temper. If Shakspere, with all his instinctive feeling 
for technic, preferred this laxer form to the stricter 
and more limited arrangement of the true Italian son- 
net, it was not because he was unacquainted with that, 
since it had been already attempted by not a few of 
his elder contemporaries. His choice was probably 
due to his belief that the three quatrains and tlie 
couplet were better suited for his own immediate pur- 
pose. As an acute critic has declared, Shakspere 
must have been convinced ^^ that the classic symmetry 
of the Petrarchan sonnet was in £nglish too difficult 
of attainment ; that it cramped invention, and imposed 
too many sacrifices and concessions; and that the 
artistic end could better be achieved by the looser ar- 
rangement he adopted." Perhaps it may be suggested 
ahio that with his Elizabethan liking for pomts and 
conceits and antitheses, he felt that he wanted the 
final couplet with its epigrammatic suggestion. The 
same sharp critic noted also that Keats wrote his earlier 
sonnets in one of the stricter Italian forms, but in 
his later relapsed into the freer English arrangement 
which Shakspere had glorified. The most marked pecu- 
liarity of the Shaksperian fourteener is that there is 
likely to be a break in the sense at the end of each of 
the three quatrains, and that the couplet is thus sharply 
set off by itself. This is wholly contradictory to the 
theory of the more rigid Italian form, where the divi- 
sion occurs at the end of the second quatrain, leaving 
a large opportunity to the sestet for the application of 
the thought presented in the octave. 

Having chosen his form for reasons sufficient to 
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himself, Shakspere xevealed his keen insiglit into iti 
poesibilities. Commonly lie developed ^* the subject in 
three stages, putting the conclusion into the final 
couplet." In the sixty-seventh sonnet, for example, 
three questions are asked, one in each quatrain ; and 
the answer is given in the concluding pair of lines. 

Ah I wherefore with infection shoald he liTe, 

And with hit presenoe grace impiety, 
That tin by him advantage ahoald acldevo 

And lace itself with hii looiety ? 
Why should false painting imitate his cheek, 

And steal dead seeing of his living hue ? 
Why should poor beauty indirectly seek 

Roses of shadow, since his rose is true ? 
Why should he lire, now Nature bankrupt is, 

Beggar'd of blood to blush through lively veins ? 
For she hath no exchequer now but his, 

And, proud of many, lives upon his gains. 
0, him she stores, to show what wealth she had 
In days long since, before these last so bad. 

In other sonnets, Shakspere varied his method. It 
has been pointed out that in the eighty-third sonnet, 
** the poet's apology for silence is presented as an 
argument in three clauses, the salient fact being put 
in the couplet as strongly as possible " ; and that in the 
ninety-seventh ^* the second quatrain puts in an objection 
to the first, which is met by the third, the couplet in 
this case being treated as an extension of the third 
quatrain." Now and again, the triple division of the 
theme into the three quatrains is emphasized ^^ by the 
repetition of the same or similar words at the begin- 
ning of each quatrain," as in the forty-ninth and the 
hundredth. 

In spite of the weight of Shakspere's example, the 
large majority of English poets have preferred to 
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adopt a stricter form, more in accord with the Italian 
model, although not a few of them have dung to the 
final couplet* This Italian model resembles the Shak- 
sperian form in that it is a stanza of fourteen iambic 
pentameter lines ; and it differs in that it has only two 
quatrains and that instead of seyen rimes it has at 
most five and often only four. The two quatrains have 
only two rimes between them, arranged a, &, &, a, 
a, &, 6, a. The final six lines are allowed more liberty; 
indeed there is no agreement as to the number of the 
rimes or as to their order* Sometimes they are but 
two, alternating c, dj c, djC^d; and sometimes they are 
three, c, d, e, c, dj e» 

Milton's massive sonnet ^^On the Late Massacres in 
Piedmont " may be taken as an example of the form 
which has only four rimes: — 

Avenge, O Lord, thj slanghtered Saints, whose bones 

Lie Boattered on the Alpine mountains cold ; 

Even them who kept thy tmth so pure of old. 
When all our fathers worshiped stocks and stones, 
Forget not : in thy book record their groans 

Who were thy sheep, and in their ancient fold 

Slain by the bloody Piedmontese, that rolled 
Mother with infant down the rocks. Their moans 
The vales redoubled to the hills, and they 

To heaven. Their mart3rred blood and ashes sow 
O'er all the Italian fields, where still doth sway 

The triple Tyrant ; that from these may grow 
A hundredfold, who,, having learnt thy way, 

Early may fly the Babylonian woe. 

This has a sweeping unity of theme and a weighty 
austerity of thought. Its effect is intensified by the long 
open vowel-sounds ay and o which end the final lines. 
Its unity is so complete that it does not comply with 
the requirement sometimes laid down that the thought 
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shall be stated in the first eight lines ; that there shall 
be a break at this point ; and that then the thought 
shall recoil on itself in the last six lines. This oondi* 
tion is fulfilled in Gilder's sonnet, *^The Sonnet,*' in 
whioh there arefiye rimes, two in the quatrains, a, 6,5, a, 
a, bj 6, a, and three in the tercets, c, c?, e, c, (7, e : -— 

What is a sonnet ? 'Tii the pearly sliell 

That mormara of the far-off mormnring sea ; 

A preeious jewel oanred most eorioasljr : 
It is a little picture painted welL 
What 18 a sonnet? 'Tis the tear that fell 

From a great poet's hidden eostaiy ; 

A two-edged sword, a star, a song ^ ah mo t 
Sometimes a heavy tolling funeral belL 
This was the flame that shook with Dante's breath ; 

The solemn organ whereon Milton played. 
And the clear glass where Shakespere's shadow falls 8 
A sea this is — beware who ventoreth I 

For like a fiord the narrow floor is laid 
Mid-ocean deep sheer to the mountain walls. 

These are the only two forms of the sonnet which 
are admitted to be absolutely correct by the purists 
and precisians. In both, the quatrains have only two 
rimes, arranged a^ bj bj a^ a^ bj bj a; and in one, 
the final six lines ha^e also only two rimes, each re> 
peated alternately three times, c, c?, c, (7, c, dj while 
in the other the final six lines are allotted three 
rimes, each recurring twice in regular succession, 
c, d^ e, c, dy 6. But if we seek to deduce the principle 
from the practice of the masters of verse, we find that 
there this rigid rule is not supported. The immense 
majority of EngUsh sonnet-writers are found to cling 
to the accepted arrangement of the octave ; but they 
are unwilling to be bound by any law which shall 
limit the sequence of the rimes in the sestet. Often 
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they accept one or the other of the approved arrange* 
ments ; but often also they reject these, for reasons of 
their own, unwilling to spoil their poem for the sake 
of an arbitrary rule, the validity of which they do not 
feel bound to acknowledge* Here again the test is the 
ear of the hearer. It is easy for the ear to follow the 
strict arrangement of the rimes in the two quatrains; 
but it is not easy for the ear to keep up the counting 
in the later lines, especially since it has been trained 
to accept either of two arrangements. So long as the 
rimes in the final six lines are two or three, and so 
long as the final couplet is avoided, the ear is satis- 
fied. The sonnet is an arbitrary and artificial form, 
appealing especially to the cultivated ear, and most of 
those who appreciate its merits are likely to possess 
more or less acquaintance with the accepted rules of 
its composition ; therefore any failure to follow these 
rules is likely to disappoint these hearers and to dis- 
tract their interest. 

Yet it seems to be only an unjustifiable hypercriti- 
cism which would object to the couplet that occurs in 
the middle of the final six lines of Lang's admirable 
sonnet on ^* The Odyssey " : — 

As one that for a weary ipaoe has lain 
Lulled hy the song of Ciroe and her wine 
In gardens near the pale of Proserpine, 

Where that ^gean isle forgets the main, 

And only the low lutes of love complain, 
And <mly shadows of wan lovers pine, 
As such an one were glad to know the brine 

Salt on his lips, and the large air again, — 

80 gladly, from the songs of modem speech 
Men turn, and see the stars and feel the free 
Shrill wind beyond the close of heavy flowers, 
And, through the music of the languid hours, 
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They hear like ocean on a western beaoh 
The large and thunder of the Odjiaej. 

If fault must be found with this sonnet, it would 
not be that the Ijrist has departed from the strict se- 
quence of rimes, c, c7, 6, c, d^ e, substituting his own 
arrangement, c, dj 6, 6, c, c?; but rather that he has 
been a little careless of tone-color, in ending both of the 
rimes of his quatrains with the sound of n, lain and 
vdnCj and that he has also employed the sound of long e 
in two of the three rimes of his sestet, speech and 
free. A similar carelessness is to be discovered, also, 
in Wordsworth's *^ Scorn not the Sonnet," in which 
two of the rimes of the sestet are too closely akin, 
lamp^ land, dampj hand^ since the same vowel-sound 
of a occurs in both of them, intensified by the pho- 
netic relation of the m to the n. To those who apply 
the test of the ear this will seem a more regrettable 
lapse from ultimate perfection than the use of a final 
couplet : — 

Scorn not the Sonnet; Critic, yon hare frowned. 
Mindless of its jnst honors; with this key 
Shakspere unlocked his heart; the melody 

Of this small lute gave ease to Petrarch*s wound; 

A thousand times this pipe did Tasso sound; 
With it Camoeus soc^hed an exile's grief; 
The Sonnet glittered a gay myrtle leaf 

Amid the cypress with which Dante crowned 

His visionary hrow; a glow-worm lamp 
It cheered mild Spenser, called from Faery-land 

To struggle through dark ways; and, when a damp 
Fell round the path of Milton, in his hand 

The thing became a trumpet ; whence he blew 

Soul-animating strains — alas, too few. 

It must needs be noted also that Wordsworth has 
here allowed himself the license of changing the pair 
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of rimes in tbe middle of the second quatrain. In- 
stead of a, 6, 6, a, a, 6, 6, a, he has a, 6, &, a, a, c, c, a. 
And yet although he ventured upon his departure from 
the form, he retained the same vowel-sound in the 
middle of both quatrains, hey and mdody in the first, 
and grief and leaf in the second. It seems dimly pos- 
sible that as he had emphasized the long e sound in the 
first quatrain, he may have thought that the ear would 
catch this same long e in ^ne/*and lecf^ and that he was 
satisfied with this repetition, neglecting or unwittingly 
eliminating the insignificant^/* which follows the louge 
in the second quatrain. It was hard always for Words- 
worth to put on the fetters of any fixed form ; he had a 
tendency to lawlessness of structure ;. he was wilful in 
going his own way in his own fashion ; and it may be 
that he had a vague consciousness of this, which, as 
Lowell suggested, made him welcome the restraint of 
the sonnet. Nobility of thought was his by gift of 
nature, and elevation of outlook ; but in the minor 
matters of technic he needed some outside stimulus to 
keep him up to the mark of his highest achievement. 
To the two sonnets on the sonnet already quoted 
here may be added a third by Rossetti, inferior to 
Wordsworth's in its imagination no doubt, but supe- 
rior in its technic : — 

A Sonnet is a moment's monument, — 

Memorial from the Soul's eternity 

To one dead deathless hour. Look that it be, 
Whether for lustral rite or dire portent, 
Of its own arduous fulness reverent: 

Carre it in ivory or in ebony, 

As Day or Night may rule; and let Time see 
Its flowering crest impearl'd and orient. 
A Sonnet is a coin; its face reyeals 

The soul, — its converse, to what power 'tis due: -^ 
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Whether for iribate to the august appeali 
Of Lif e, or dower in Lore's high retinae, 
Itserre; or, 'mid the darkwhariTs eaTemoiis hfeath^ 
In Charon's palm it pays the toll of Death. 

It is especially in the sonnet that Longfellow re- 
vealed his mastery of verse ; and he was prone to keep 
to the strict letter of the law, taking no liberties with 
the form, and preferring to use three rimes in the ses- 
tet, as he did in this on ^^ Nature '' : — 

As a fond mother, when the day is o'er, 

Leads by the hand her little child to bed. 

Half willing, half relactant to be led, 

And leave his broken playthings on the floors 
Still gazing at them through the open door. 

Nor wholly reassured and comforted 

By promises of others in their stead. 

Which, thongh more splendid, may not please him 
more; 
So Nature deals with us, and takes away 

Our playthings one by one, and by the hand 

Leads us to rest so gently, that we go 
Scarce knowing if we wish to go or sfcay, 

Being too full of sleep to understand 

How far the unknown transcends the what we know. 

Longfellow's intuitive feeling led him to avoid the 
terminal couplet. Probably he would have agreed with 
Aldrich in holding that the strict Italian arrangement 
** with its interwoven rimes, its capacity for expressing 
subtle music is an instrument as superior to the Eng- 
lish form as the harp or the guitar is superior to the 
banjo; and I fancy that most workers in this kind of 
verse will agree with me. The alternate lines riming, 
and closing with a couplet, gave the poet the command 
of some of the richest melodic effects within the reach 
of English versification, The sonnet that ends with a 
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couplet misses that fine unrolling of music which be- 
longs to the sonnet proper. The couplet brings the 
reader up with a jerk. In ninety-nine cases out of a 
hundred, the couplet has the snap of a whip-lash, and 
turns the sonnet into an epigram. To my thinking, this 
abruptness hurts many of Shakspere's beautiful poems 
of fourteen lines — for they are simply that. One must 
go to Milton, and Wordsworth, and Keats (in three 
instances) in order to find the highest development of 
the English sonnet." 

In fact, it seems to be the opinion of most of the 
later poets of our language that if the game is to be 
played at all, it is best to follow the rules without cavil 
and without claiming any license to depart from thenu 
There is no obligation on any poet to make use of the 
sonnet framework ; and if he would express himself 
without restraint he has at his command the large lib- 
erty of all the other lyrical forms. It is in the rigidity 
of its skeleton that the charm of the sonnet is solidly 
rooted. It tends to impose a helpful condensation, thus 
counteracting the temptation to diffuseness. Except 
for the narrow limits within which the acceptance of the 
form has restricted it, many a poem that ^^ would have 
been but a loose nebulous vapor has been compressed 
and rounded into a star," — so Trench declai*ed ; ^^the 
sonnet, like a Grecian temple, may be limited in its 
scope, but like that, if successful, it is altogether per- 
fect." 

Tennyson said to a friend that ^^ a sonnet arrests the 
free sweep of genius, and if poets were to keep to it, 
it would cripple them ; but it is a fascinating kind of 
verse, and to excel in it is a rare distinction*" And 
when his companion suggested that the last line should 
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form the olimaz, both of thought and of eocpressioi^. 
and that the whole should be' like a wave breaking on 
the shore, Tennyson declared that ^^ the whole should 
show a continuous advance of thought and movement, 
like a river fed by rillets, as every great poem should/' 

The sonnet is thus seen to be not only a form of 
verse, deliberately accepted and conscientiously filled, 
it is also a special type of poem, because it must have 
an absolute unity of its own. It must have its single 
and simple theme, lofty and yet not too large for its 
frame but exactly commensurate with this. It must 
move in every line toward its inevitable conclusion, 
which shall be full and satisfactoiy to the ear and to the 
mind. It must be ample and yet reticent ; and it must 
have sustained sonority, culminating impressively in 
the final line. It must be impeccable, beyond all other 
verse, in the easy perfection of its rhythm, its meter, 
and its rime, with an avoidance of all dissonance and 
jingle, and with an artful contrast of the vowel-sounds 
in all of its four or five rimes. Above all, it must be not 
only continuous but dear in its central thought, since 
the form itself is complicated, and therefore the ear 
must not have to strain itself also to ascertain the poet's 
message. Lowell praised Longfellow's sonnets espe- 
cially for this quaUty of chmty : '« they remind me of one 
of those cabkets we someLes si, in which many 
drawers are unlocked by a single key. I have seen son- 
nets in which there is a separate lock, I may say, for 
every line, and in fumbling amone our fourteen keys 
we Ld ;urselre8 sometime, in certain confusion. 
Added to this there would be sometimes the conundrum 
of secret drawers." 

This limpidity of Longfellow is displayed beautifully 
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in one of his sonnets on the ^^Divina Commedia^' of 
Dante: — 

Oft haye I teen at some cathedral door 
A laborer, pausing in the dust and heat. 
Lay down his burden, and with reverent feet 
Enter, and eross himself, and on the floor 

Kneel to repeat his paternoster o'er; 
Far off the noises of the world retreat; 
The loud vociferations of the street 
fiecome an nndistingoishable roar. 

So, as I enter here from day to day, 
And leave my burden at this minster gate. 
Kneeling in prayer, and not ashamed to pray^ 

The tumult of the time disconsolate 
To inarticulate murmurs dies away, 
While the eternal ages watch and wait* 

This is noble in tone and lofty in its simple imagery. 
There is special felicity in the richness imparted to 
the versification by the polysyllables in the second half. 
But, if a blemish must be sought, it can be f oimd in 
the use of the same vowel-sound in both of the rimes 
of the sestet. The long a in gate^ disconsolate and 
wait reappears in day^ pray and away ; and this is 
not entirely pleasing to the ear, — if, indeed, it is not 
even a little confusing. 

The rigorous limitation to fourteen lines of pre- 
scribed and equal length, the restriction of the rimes 
to four or five as the case may be, the intricate arrange- 
ment of these rimes according to the Petrarchan 
pattern, and the avoiding of the terminal couplet, — > 
all these requirements unite to make the sonnet seem 
like a difficult form. And yet this very difficulty may 
be an advantage. Every true artist finds his profit in 
a resolute grapple with technical obstacles, a struggle 
which forces him to take the utmost pains and to put 



142 A 8TDDT OF VERSIFICATION 

ferdi his topmo st strengiih ; and he gets keen pleanoe 
oat of this tosale with his material and with Ids form. 
The Tery limitation of the rimes of the sonnet may 
be snggestiye and sostaining ; and the poet ean attain 
ultimate freedom within strict bounds. 

That ihe sonnet is not so difficult as it may seem 
at first sight is proved by the multitude of English 
sonnets which rise to a fidrly satisfactory level of 
technical merit. Few of the major poets of our lan« 
guage have failed absolutely in this form. On the 
other hand, only a few even of the greater lyrists have 
attained to high distinction as sonneteers, because the 
sonnet at its best demands a union of imaginative in« 
spiration, of moral aspiration, and of technical accom- 
plishment which is very rarely achieved. And a poor 
sonnet is a very poor thing, indeed. As a French critic 
once wittily asserted, ^ nothing is longer than a son- 
net when there is nothing in it." 

Although the sonnet is best fitted for the expression 
of a single thought or a single emotion complete in 
itself, ample for the form and yet not too abundant 
for its limited framework, certain poets have chosen 
to use it almost as if it were only a stanza. They have 
composed a succession of sonneto on a central theme, 
each devoted to a single aspect of this. These sonnet- 
sequences, as they are termed, were particularly pop- 
ular with the Elizabethans ; and they have been at- 
tractive also to certoin of the Victorians, especially 
to Rossetti and Mrs. Browning. And yet the sonnet- 
sequence seems to be rather contradictory, since the 
unique characteristic of the sonnet is that it must be 
the perfect expression of a single and simple thought 
or mood. To treat the sonnet merely as though it Mras 
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a stanza is to forego this special quality, without any 
compensating advantage. It is to adventure on the 
quest for a necklace of flawless and priceless pearls, 
all of equal size and of equal value. 



CHAPTER Vra 

OTHBB FIXED FOBMB 

Thtb t&K most important of the poetie erMtkmi of old Fraaoa, At 
Model, the londMo, the triolet, the Tillmnelle, the ballade, and A* 
ehant-royal. . . . Eaeh haa a fixed f oim, vacillated by traditional lawa, 
and eaeh dependa upon riehneai of rime and delicate workmanahip 
for its iiioeeMf nl exeroiM. The first three are habitually need for joy- 
ous or gay thought, and lie most within the pnmnoe of jen d'i^prU 
and eingram ; the last three are usually wedded to serious or statol j 
expresrion, and almost demand a Tein of pathoa.— Edmuvd Go88X : 
A FUafor Certain Exotic Forms of Veru, 

The sonnet is the noblest of all fixed forms, wi& a 
special function of its own. The quatrain is inferior 
to the sonnet, if only bjr reason of its brevity; but it 
can serve on occasion even for imagination, although 
it seems better suited to fancy or to wit. There is also 
a five-line stanza of wide popularity which confines 
itself within the lower realm of playful humor, often 
deriving a large proportion of its effect from the in- 
ventive unexpectedness of its double and treble rimes. 
This is the form which has won wide recognition under 
the curious title of the ^ limerick." It is anapestic in 
rhythm, with its first, second and fifth lines trimeter, 
and its third and fourth dimeter. Sometimes the rimes 
are single throughout, as in this: — 

There was a yoang lady from Lynn, 
Who was 80 excessively thin 

That when she essayed 

To drink lemonade 
She slipped through the straw and fell in. 
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Sometimes the thrice-repeated rime of the trimeter 
lines is double, as in this : — 

There was once an iohihyosanrus, 

Who lived when the. earth was all porous; 

But he fainted with shame 

When he first heard his name, 
And departed a great while before us. 

And sometimes these longer lines have a triple rime 
which affords abundant scope for the devising of 
unlooked-for oollocationsy as in this : — 

Do you know the young ladies of Birminghaniy 
And the terrible scandal concerning 'em ?— 

How they took their hat-pins 

And scratched at the shins 
Of the bishop while he was confirming 'em ? 

This last specimen illustrates the special opportunity 
of the limerick, the reward it pays to the fertile rime- 
ster. Full advantage is not taken of the form when the 
fifth line merely repeats the terminal word of the 
first, as in this : — 

There was a small boy of Qnebee, 
Who was buried in snow to his neck^ 

When asked, «< Are you friz ? '' 

He answered, " I Is, — 
But we don't call this oold in Quebec^ 

In view of its widespread popukrity wherever the 
English language is spoken, there is no denying that 
the limerick is a definite fixed form. 

The humble limerick has the distinction of being the 
only fixed form which is a«tuaUy indigenous to Eng- 
lish. The sonnet is a transplanted exotic which has 
long been acclimatized in our language. And the 
quatrain, which was cultivated in both Greek and 
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has in our own tongae attained an importance 
not paralleled in any other modem language. There 
are other fixeJPforms of foreign growth which have 
also taken root in English versification, — mostjft 
them having been imported from France. They nave 
not succeeded, any of them, in winning equality with 
the sonnet, but they afford to the lyrist the same op- 
portunity for working within prescribed bounds. They 
have the &scination of apparant difficulty, the over* 
coming of which is likely to g^ve pleasure to the lis* 
tener and delight to the artist. And each of them has 
possibilities of its own, now serious and now comic 

Of these imported forms, the least important is the 
triolet. It is an artificial stanza with its brief lines and 
its treble repetition of the refrain ; but it lends itself 
readily to frank fun with a flavor oi personality. Al* 
though it had been known earlier in English litera- 
ture, it attracted no attention until it was revived by 
Austin Dobson, — to whom, more than to any other 
poet, these imported fixed forms owe their vogue with 
our verse-makers. The triolet is at its best when it is 
used for epigram, for a single swift thrust of satire ; 
but it can also carry pkyful humor with a fiunt hint 
of sentiment. Although its multiplied refrains tend 
to make it monotonous if heard too often, Alphonse 
Daudet, in French, and Austin Dobson, in English, 
have ventured on triolet-sequences, not without a cer- 
tain measure of success in both cases. 

The triolet is a stanza of eight lines, preferably 
brief, containing only two rimes, arranged a, &, a, a, 
a, by a, 6, with the first line repeated as the fourth 
and again as the seventh, and with the second line re- 
peated as the eighth. Here, as an example, is one stave 
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of the triolet^equence which Austin Dobson entitled 
'^Bose-Leaves" : — 

I intendod an ode, ~ — 

And it tamed into trioleta. — 

It began h la mods. — 

I intended an ode, 

But Roee crossed the road — 
With a bnnch of fresh violets ; — 

I intended an ode, 
And it tamed into triolets. 

Here is another from the same set of little lyrics; 
and in this second example the smiling lyrist has been 
-able to suggest a more distinct differentiation of mean- 
ing in the several repetitions of the refrain: — 

Bose kissed me to-day. 



^ Will she kiss me to-morrow ? 

Let it be as it may, 
Bose kissed me to-day; 
Bat the pleasare gives way 
To a savor of sorrow ; — 
Bose kissed me to-day, — 
WiU she kiss me to-morrow ? 

Henley, borrowing the hint from Dobson's rondean 
after Yoiture, rimed a triolet on the triolet itself: — 

Easy is the Triolet, 
If yoa really learn to make it I 

Once a neat refrain yon get 

Easy is the Triolet 

As yon see I I pay my debt. 

With another rime, Deaoe take it I 

Easy is the Triolet, 
If yon really learn to make it I 

But by its undue weight and by its condescending 
bluster this example proves that the triolet is really 
not so very easy, after all: — or at least it is evidence 
that Henley himself could not rival the apparent ease 
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of Dobson. Part of the heaviness of Henley's speci- 
men is due to the riming of triolet on the last syl- 
kble, which has not quite emphasis enough for this, 
just as part of the lightness of the first of Dobson*s 
two specimens is the result of the triple-riming triO' 
lets and violets. It is sad to have to record that a 
pedantic friend persuaded the poet that triolets was 
not yet an English word, and that it therefore retained 
its French pronunciation, wh^ch forbade its mating 
with violets^ whereupon Dobson transmogrified his 
lightsome lyric, and despoiled it of not a little of its 
levity as well as of most of its truth: — 

I intended an Ode, 

And it tamed to a Sonnet. 
It began h la mode, 
I intended an Ode; 
Bat Rose erosaed Uie road 

In her latest new bonnet. 
I intended an Ode, 

And it turned to a Sonnet. 

One cause of the gossamer unsubstantiality of 
^ Bose-Leaves " is the brevity of the Une, adjustii^ it- 
self to the brevity of the stanza itself. For the triolet 
the meter must not be too long ; and his choice of 
anapestic dimeter is added evidence of the delicacy of 
Dobson's intuitive feeling for propriety of rhytiim. 
His anapestic dimeter is &r better for the purpose in 
hand than Henley's trochaic tetrameter. The triolet 
loses a little of its lightness even when the line is 
lengthened from anapestic dimeter to anapestic trime- 
ter, as in this triolet of Bunner*s : — 

A piteher of mignonette, 
In a tenement's faigfaest easement: 
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Queer sort of flowei^pot — yet 
That pitcher of mignonette 
Is a garden in heaven set. 

To the little siek ehild in the basement— 
The pitcher of mignonette. 

In the tenement's highest easement. 

And there is in this example, charming as it is in 
feeling, a regrettable lapse from the rigor of the rules, 
in that the fourth and seventh lines are slightly va- 
ried in wording from the first Perhaps it must be 
said also that the sentiment in Bunner's triolet is al- 
most too serious for so tricksy a form. Yet, as is 
shown in these two triolets by Mme. Duclaux (A. Maiy 
F. Robinson), an even deeper emotion has been ex* 
pressed in this stanza : — 

All the night and all the day 

I think upon her lying dead, 
With lips that neither kiss nor pray 
All the night nor all the day. 
In that dark grave whose only ray 

Of sun or moon's her golden head; 
All the night and all the day 

I think upon her lying dead. 

What can heal a broken heart ? 

Death alone, I fear me. 
Thou that dost tme loyers part, 
What can heal a broken heart ? 
Death alone, that made the smarti 

Death, that will not hear me. 
What can heal a broken heart ? 

Death alone, I fear me. 

It may not be fanciful to see in the triolet the 
source of the captivating stanza which Swinburne d^ 
vised tor his lovely lyric, ^^ A Match/' He gave up the 
repetition of the first line as the fourth ; and he em- 
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ployed a third rime for tbe third and fourth linef 
linked in a couplet : — 

If I were what the words ne. 
And love wore like the tnnei 
With doable toond and lingle 
Delight our lipe would mingle 
With kiises glad at birds are 

That get sweet rain at noon; 
If I were what the words are^ 
And lore were like the tone* 



If yon were queen of pleasure 
And I were king of pain, 
We 'd hunt down lore together^ 
Fluek out his flying feather 
And teach his feet a measurey 
And find his mouth a rein; 
If you were queen of pleasure 
And I were king of pain. 



A little more substantial than the triolet and yet 
closely akin in restriction of rime and in repetition 
of refrain are the ^p^ del and tibie^rondea n. The ron« 
del has two accepted mrms in English, bothof which 
are due to the example set by Dobson, who has 
adapted the French original to the requirements of 
our English tongue with the same certainty of touch 
that Horace revealed when he modified &e Gbreek 
sapphic stanza to fit the needs of Latin. In the fuller 
form, the rondel consists of fourteen lines with only 
two rimes, the first and second lines being repeated 
as the seventh and eighth and agun as the thirteenth 
and fourteenth. The more serious possibility of the 
rondel is revealed in Bunner's ^^ Beady for the 
Bide"»: — 

^ By permiMdon from Poem§ hy H. 0. Bonner, oopyrighted, 188^ 
hy Ghades Scribner's Sons. 
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Throngh the fresh f airnesi of the spring to ride^ 
As in the old days when he rode with her, 

With joy of Love that had fond Hope to hiide. 
One year ago had made her poises stir. 

Now shall no wish with any day reenr, 
(For Love and Death part year and year full wide,) 
Through the fresh fairness of the spring to ride. 

As in the old days when he rode with her. 

No ghost there lingers of the smile that died 
On the sweet pale lips where his kisses were •— 

Yet still she turns her delicate ear aside. 

That she may hear him oome with jingling spor—^ 

Through the fresh fairness of the spring to ride» 
As in the old days when he rode with her. 

The other form of the rondel is exactly the same 
as this, except that it consists of thirteen lines only, 
the final repetition of the second line as the four- 
teenth being discarded, the poem ending with the repe- 
tition of the first line as the final line. The full value 
of the rondel in this slightly curtailed variation is dis- 
dosed in Austin Dobson's melodious ^^ Wanderer " : — * 

Love eomes haok to his vaeant dwelling — 
The old, old Love that we knew of yore I 
We see him stand hy the open door. 

With his great eyes sad, and his bosom swelling. 

He makes as though in our arms repellingi 

He fiun would lie as he lay before; 
Love eomes baok to his vacant dwelling— 

The old, old Love that we knew of yore I 

Ah, who shall help us from over-telling 
That sweet forgotten, forbidden lore I 
E'en as we doubt in our heart once more. 

With a rush of tears to our eyelids welling. 

Love eomes badk to bis vacant dwelling. 
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It may be well to call attention to the unforced 
ingennity with which both Bonner and Dobson, in 
these two rondels, have given new meaning to the first 
line of their charming lyrics, as this is repeated later 
in their poems. This is a point too often n^lected by 
these who have chosen to express themselves in this 
form, althongh it is only by attaining this felicity that 
the repetition of the refrain can be made interesting 
to the ear. If the game is to be played at all, the poet 
must willingly abide by all its roles, making his profit 
out of them. He most know what they are when he 
begins; and he must do his best within the rigorous 
oode. As Stevenson declared, *^ the engendering idea 
of some works is stylistic ; a technical preoccupation 
stands them instead of some robuster principle of lif e. 
And with these the execution is but play ; for the sty- 
listic problem is resolved beforehand, and all large 
originality of treatment wilfully foregone. Such are the 
verses intricately designed, which we have learned to 
admire, with a certain smiling admiration, at the hands 
of Mr. Lang and Mr. Dobson." And when the pattern 
of the intricate design is once attempted, the execution, 
playful though it may be, must concord therewith. 

Swinburne rejected both of the established varia- 
tions of the rondel and devised a form which he called 
a roundel^ and in which he composed a hundred lyrics. 
For this ^^ Century of Roundels " he wrote one more in 
which he exemplified and explained the form he had 
devised to suit himself : — - 

A roundel is wroaght as a ring or a staivbright sphere, 
With craft of delight and cunning of sound unsought, 
That the heart of the hearer maj smile if to pleasure hii ear 

A roundel is wrought. 
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Its jewel of miuio is carred of all or of aught — 

Love, laughter, or mourning, remembrance of rapture or 

fear — 
That fancy may fashion to hang in the ear of thought. 

As a bird's quick song runs round, and the hearts in ns hear 
Pause answer to pause, and again the same strain caught^ 
So moves the deyice whence, round as a pearl or a tear, 

A roundel is wrought. 

This roundel Swinburne may have wrought himself 
with craft of delight; but the device has failed to 
charm other lyrists. Perhaps the reason may be that 
the line is a little too long and too full for so light a 
thing, or, that since its inventor had composed five- 
score lyrics in this mold of his own, he had exhausted 
all its possibilities. Of course, the failure of the roundel 
may have an even simpler explanation, — that no 
other poet oared to venture on a rivalry with Swin- 
burne in a field which that master of verse had fenced 
in for the exercise of his own surpassing metrical 
dexterity. 

The rondel is ampler than the triolet and fitted for 
a wider and higher range of themes ; and its sister 
form, the rondeau, is perhaps still a finer instrument. 
The rondeau has continually tempted English rime- 
sters ; Wyatt essayed himself in this form in his day ; 
and again in Canning's time it reappeared to serve as 
a vehicle for partisan satire. Praed must have had 
these political verses in mind when he wrote : — 

And some compose a tragedy, 

And some compose a rondo : 
And some draw sword for liberty. 

And some draw pleas for John Doe. 

Yet Leigh Hunt did not know the exact form when 
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he composed what he called a rondeau to commemo* 
rate his being kissed by Mrs. Carlyle : — 

Jenoj kissed me when we met, 
Jumping from the chair she sat in ; 

Time, joa thief I who love to get 
Sweets into jour list, put that in. 

Say I 'm weary, say I 'm sad ; 
Say that health and wealth have missed me ; 

Saj I 'm growing old ; but add — 
Jenny kissed me I 

The true form was revived by Dobson, to whom it 
has owed its later popularity. He has used it more 
often and to better effect than any of the many minor 
bards who have followed in his footsteps both in Ghreat 
Britain and in the United States. The rondeau consists 
of thirteen lines with only two rimes between them ; 
and it has also an unrimed refrain after the eighth 
line and after the thirteenth, this refrain being the first 
four sylla^bles of the first line. Lope de Vega once 
wrote a sonnet on the difficulty of writing a sonnet ; 
and it was this playful Spanish lyric which probably 
suggested to Voiture the composition of a rondeau on 
the difficulty of writing a rondeau. This clever trifle 
of Voiture's Dobson has most cleverly adapted into 
English : — 

You bid me try, blue eyes, to write 

A rondeau. What I — f ortliwith ? — to-night t 

Reflect, some skill I have, 't is true ; 

But thirteen lines — and rimed on two — 
^^ Refrain" as well. Ah, hapless plight t 

Still, there are fire lines, — ranged aright 
These Gallic bonds, I feared, would fright 
My easj Muse. They did, till yott -— 
You bid me trv t 
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Thii malcM them nine. The port *s in sight ; 

T if all because your ejw are bright I 
Now juit a pair to end with ** oo " — 
When maids command, what can't we do t 

Behold I the rondeau — tasteful, light — 
You bid me try t 

In an article written in 1877, before his own ex* 
amples had won favor for the form, Dobson asserted 
that there was ^^no real reason why the rondeau 
should not become as popular in its own line as the 
sonnet," — a prophecy which has not quite been ful- 
filled, pardy because ^* its own line ^ has less breadth 
of appeal than that of the sonnet. The rondeau, satis- 
factory as it is for the purposes for which it is fit, lacks 
the large variety of the sonnet, which can voice all 
moods of sentiment and of passion. In this same essay, 
Dobson declared that to learn the inner secret of the 
rondeau, ^^ to give the refrain a new savor and fra- 
grance at each repetition by some covert art of setting, 
and to make it seem mere bubbling over, as it were, 
of the eighth and thirteenth lines, — these are things 
which only masters of the lyre can attain to." 

To vary the content of the four sounds which con- 
stitute the refrain, a daring rimester now and then has 
risked a play upon words. This is justified by the pre- 
cedent of the French ; and yet it does not recommend 
itself heartily to us with our confirmed belief that the 
pun belongs to a subordinate order of wit. Still it may 
be well to give an example of this method of solving 
the problem; and here is a rondeau entitled ^^Sub 
Rosa":— 

Under the rows of gas-jets bright, 
Bathed in a blazing ri?er of lighti 
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A fegml beanty sits; aboye her 
Th« butterflies of fashion hoTer, 
And bum their wings, and take to flight. 

Mark yon her pore eomplezion, — white 
Though flush may follow flush ? Despite 
Her blush, the lily I discover 
Under the rose. 

All eompliments to her are trite ; 
She has adorers left and right ; 

And I confess here, under cover 

Of secrecy, I too — I love her I 
Say naught. She knows it not. 'Tis quite 
' Under the rose. 

That the rondeau can aspire to. more than the hinted 
sentiment and the external gaiety of &miliar verse, 
and that it can stand forth on occasion as worthy of 
comparison even with the sonnet, Dobson himself has 
proved in more than one of his lyrics in this seemingly 
narrow form. In none has he done this with more 
masterly certainly than in this : — 

In after days when grasses high 

O'er-top the stone where I shall lie, 
Though ill or well the world adjust 
My slender claim to honored dust, 

I shall not question nor reply. 

I shall not see the morning sky; 
I shall not hear the night-wind sigh ; 
I shall be mute, as all men must 
In after days. 

But yet, now living, fain were 1 

That some one then should testify. 
Saying — He hdd his pen in trust 
To Art, not serving shame or lusL 

Will none ? — Then, let my memory die 
In after days I 
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Ab there are two slightlj different types of rondel^ 
so there are two varieties of the rondeau. The typeob* 
served by Voiture is that just considered ; and the 
type used by Villon departs from it both in the reduc- 
tion of the number of lines to ten and in the condensing 
of the refrain to a single word. Here is John Payne's 
English rendering of one of Villon's lyrics in this 
more compact type: — 

Death, of thy lig^r I oomplaiiiy 
That hast my lady borne from mey 
And yet will not contented be 
Till from me too all strength be ta'en 
For langnishment of heart and brain. 
What harm did she in life to thee^ 
Death? 

One heart we had betwixt ns twain ; 
Which being dead, I too mnit dree 
Death, or, like carven saints we see 

In ohoir, sans life to liye be f aiii, 

Death I 

Although this is disfigured by the imnecessary and 
unfortunate repetition of the refrain-word at the be- 
ginning of the next to the last line, it is a fairly satis- 
&ctory example of the shorter type of the rondeau ; 
and it exhibits the inferiority of this to the more gen- 
erous type which Dobson has employed for themes 
both grave and gay. The briefer type seems to lack 
something of the ^^ nimble movement, speed, grace, 
lightness of touch," which Banville held to be the 
foremost characteristics of the rondeau. 

The viUanelle has an intricacy of its own not quite 
of the same kind as the complexity of the triolet, the 
rondel, and the rondeau. The vUkmelle consists of fivo 
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stanzas of three lines each and of a sixth stanza of 
four ; it has only two rimes ; and the last line of 
the first stanza recurs as the last line of the third, 
fifth and sixth stanzas, while the first line reappears as 
the final line of the second and f onrth stanzas and 
also as the third line of the final quatrain. Here again 
the most successful example is one of Austin Dob- 
son's, an alluring portrayal of fascinating maidenhood 
limned with the assured swiftness of an etching : — 

When I saw yon last, Rose, 

Yoa were only so high ;— 
How fast the time goes I 

Like a bad ere it hlows. 

Yon just peeped at the skj. 
When I saw yoa last, Rose. 

Now yonr petals onclose, 

Now yonr May-time is nigfa;^-* 
How fast the time goes I 

And a life, — how it grows I 

Yoa were scarcely so shy. 

When I saw yoa last, Rose I 

In year hosom it shows 

There 's a guest on the sly ; 
How fast the time goes I 

b it Capid ? Who knows I 
Yet yoa ased not to sigh, 
When I saw yoa last, Rose 
How fast the time goes 1 

In the exquisite simplicity of this lyric, with its 
touch of tenderness and with its glancing humor, the 
delicate effect is due in part to the felicity of the 
meter, anapestic dimeter, which here proves its appro* 
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priatenesB for this linked sequence of little stanzas. 
If the meter is changed, something of the lightness 
and brightness is immediately lost, as we are con* 
vinced when we compare Dobson's triumph with this 
labored effort of Henley's : — 

A dainty thing *s the yillanelle, 
Slj, masioal, a jewel in rime. 
It serves its purpose passing well. 

A doable-olappered silver bell 

That most be made to clink in ohime^ 
A daintj thing 's the villaneUe; 

And if yon wish to flute a speU, 

Or ask a meeting 'neath the limei 
It serves its purpose passing welL 

You must not ask of it the swell 

Of organs grandiose and sublime— 
A dainty thing 's the villanelle; 

And filled with sweetness, as a shell 

Is filled with sound, and launched in time^ 
It serves its purpose passing welL 

Still hit to see and good to smell 

As in the quaintness of its primSi 
A dainty thing's the villaneUiB, 
It serves its purpose passing welL 

In this rather lumbering attempt, the effort to be 
airy is a little too obvious, and the vivacity is evidently 
a little forced. But the fundamental mistake of the 
writer was in the selection of his meter, iambic tetra- 
meter, which lacks the ethereal ease of the anapestic 
dimeter. Yet the iambic tetrameter is not out of 
place when the theme is statelier, as Lang made plain 
in this congenial appreciation of Theocritus : — 
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JlpoUo left the queenly Mvee, 

And thepherded a mortftl'e iheep^ 
Theoezitas of Synieaie 1 



With tliee to lead the lambe and 

Wheze Miloo and wheie Battu leap^ 
ApoUo left the queenly Mnae. 



1th thee, he loiteied in the dew8» 
He ilept the swain'i nnf eirer'd eleep^ 
Theoezitas of S jraeaae 1 



To watdi the tanay-Aaheis 

Below the aheer Sicilian steeps 
ApoUo left the qaeenly Mi 



And now with hit might Time eoofnae 

Thy tongSy like hit that laagh and lei^ 
Theoezitat <tf Syraenae 1 

To ting with thee hetide the deep» 
Or wheze iStnaan watezt weepi 
Theoeritot of Syzaenae, 
Apollo left the queenly Mi 



Of an iheee Freneh fonii8,tlie noUest lyy &r is tta 
lallade, tbe largest in its framewoik, tiie widest in 
its range, and the most varied in its possibilities. It 
has had the sapreme advantage of serving early as 
the instmment of a tme poet, Villon, that ** warm 
Wee oat of the fllams of F^uis,** as Matthew Arnold 
called him. Yet the form soon lost its popularity in 
France; and the poet-critics of the PI£fade were 
hostile to it, although they accepted the sonnet will- 
in§^ enough. The ballade crossed the channel into 
Kn^and as early as Chancer's time; and he may have 
borrowed from it tbe stansa which he made Ids own 
(the eight lines of iambic tetrameter riming a, i^ i| 



OTHER FIXED FOBMS 161 

a^<i^ c^a^ c), and which Spenser took as the founda- 
tion of his own superb stave. Yet the ballade fell out 
of favor in English as it had fallen out of favor in 
France ; and not until after Theodore de Banville had 
revived it in Paris and exhibited anew its lyric grace 
and its adaptability to both pathetic and jocular 
themes, did tiie ballade regain its footing. It was Ban- 
yiUe's book of *^Trente-six Ballades Joyeuses" which 
moved Dobson to write ^^ The Prodigals " ; and his ex- 
ample was followed at once by Andrew Lang and also, 
after an interval, by Swinburne. It was at the begin- 
ning of the last quarter of the nineteenth century that 
these various French forms renewed their citizenship 
in English poetiy ; and in the years that have passed 
since they were gladly acclaimed, they have continued 
to allure many lyrists of Great Britain and the United 
States. When the warmth of their first welcome was 
chilled by the lapse of tune, most of them lost a little 
of their vogue. But the ballade has rooted itself 
solidly in our poetry; it is as definitely acclimatized 
as the sonnet, although it has not yet taken captive 
as many of the major bards of our tongue. It lacks 
the stem compression of the sonnet and the lofty 
simplicity of that Italian form; but it has its own 
field and it serves its own purpose, less serious than 
the sonnet, but fitter for themes where sentiment and 
humor disclose themselves in turn, like twins playing 
hide-and-seek. 

The ballade has two variations of type, of which 
the shorter is more characteristic of the form and is 
more, firmly intrenched in popular favor. This con- 
sists of three stanzas of eight lines each and a final 
quatrain ; it has only three rimes in all its twenty- 
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eight linei, every ootare abiding by the same rime> 
scheme, a, b^ tt^ b^ b, e, b, c^ the final quatrain rim* 
ing &, c, &, e. This quatrain is oaUed the Envoy ; and 
it was originally addressed directly to the king or 
prince or dignitary in whose honor the ballade had 
been rimed. The final quatrain and each of the 
three staves must end with the same line, absolutely 
unvaried in ^rding, however modified it' may be in 
meaning. Thus, the ballade displays itself as a tiny 
comedy in three acts, with the envoy as an epilog 
spoken to the publio. Here is Andrew Lang's ^^ Bal- 
lade of Old Plays,*' evoked by an edition of Moli^ 
published in Paris in 1667 : — 

La Cour 

Wlien these Old Plays were new, the Kiogy 

Beside the Cardinal's ohair, 
Applaaded, 'mid the ooortlj ring. 

The verses of Moli^ ; 

Point-laoe was then the onlj wear. 
Old Comeille came to woo. 

And bright Du Faro was yoong and faiTp 
When these Old Plays were new I 

La ConUdie 

How shrill the butcher's cat-calls ring, 

How load the lackeys swear 1 
Black pipe-bowls on the stage they fling. 

At Br^onrt, fuming there I 

The Porter 's stabbed ! a Mousquetaire 
Breaks in with noisy crew — 

T was all a commonplace affair 
When these Old Plays were new I 

La Vaie 

When these Old Plays were new I They bring 
A host of phantoms rare : 
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Old jests that float, old jibes that sting. 

Old faces peaked with care : 

Menage's smirk, de Vis^s stare. 
The thefts of Jean Bibon, — 

Ah, publishers were hard to bear 
When these Old Plays were new I 

Envoy 
Ghosts, at yoor Poet's word ye dare 

To break Death's dungeons throngfay 
And frisk, as in that golden air, 

When these Old Plays were new I 

The other variation of the ballade employs a stanza 
ti ten lines with four rimes, a, &, a, bybyC^c^ df, c, d^ 
and it therefore lacks the couplet which links the oc- 
tave together in the middle, as exemplified in Lang's 
lilting lyric. Banville was emphatic in asserting the 
importance of tMs internal couplet, warning the bal- 
lade-makers against composing separately the two 
quatrains of the octave, since tlds was a process likely 
to give the stanza a broken back. In the absence of 
this internal couplet in the longer variation of the 
ballade, the back of the stanza must bear the weight 
of ten lines as best it may. The increase of the num- 
ber of rimes also diminishes the difficulty of the task 
the poet has imdertaken, and thereby robs the ballade 
of a part of its charm. Yet this second type is not 
without admirers; and here is Gtjsse's lyric written 
just after the death of Theodore de Banville : — 

One ballade more before we say good-night, 
O dying Muse, one monrnf ul ballade more ; 

Then let the new men fall to their delight. 
The Impressionist, the Decadents, a score 
Of other fresh fanatics, who adore 

Quaint demons, and disdain thy golden shrine; 

Ah I faded goddess, thon wert held divine 
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When we were jaang I Bat now eaeh kiiTeled head 
Hm fallen, and fallen Uie ancient gloriona line ; 
The last ia gone, sinoe BaaTiUe too ia dead. 

Peace, peace a moment, Dolorons Ibsenite I 
Pale Tolstoiat, moaning from the £azine ihore I 

Hereditj, to dreamland take thy flight I 
And, fell Pijchologj, forbear to poor 
Drop after drop thy dote of hellebore. 

For we look back to-night to ruddier wine 

And gayer tinging than thote moant of thine I 
Our tkiet were azure onoe, our roaet red, 

Our poett onoe were crowned with eglantine ; 
The last ia gone, tinoe Banville too it dead. 

With flutet and lyret and many a lovely rite 

Through the mad woodland of our youth they bore 

Yerte, like an ichor in a chrytolite. 

Secret yet tplendid, and the world forawore. 
One breathing tpaoe, the mocking mask it wof«. 

Then failed, then fell thote children of the Tine— 

Sont of the tun — and sank in dow decline ; 
Pulse after pulse their radiant liyes were shed. 

Envoy ^ 

Prince-jeweler, whose facet rimea combine 

All hnet that glow, all rayt that thift and thine. 

Farewell I thy song it sung, thy splendor fled I 
No bards to Aganippe's wave incline ; 

The last ia gone, since Banville too ia dead. 

It is also the ten-line variation wluch Swinburne 
preferred for his buoyant and overwhehning^^ Ballade 
of Swimming,'* with its large long lines of anapestio 
heptameter : — 

The sea is awake, and the sound of the song of the joy of her 

waking is rolled 
From afar to the star that recedes from anear to the wastes of 

the wild wide shore. 
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Her call is a trampet compelling ns homeward : if dawn in her 

east be aoold. 
From the sea shall we crare not her graoe to rekindle the life 

that it kindled before 
Her breath to requicken, her bosom to rock us, her kisses to bless 

as of jore ? 
For the wind, with his wings half open, at panse in the sky, 

neither fettered nor free. 
Leans waveward and flutters the ripple of laughter ; and fain 

would the twain of us be 
Where lightly the wave jeams forward from under the curye 

of the deep dawn's dome, 
And full of the morning and fired with the pride of the glory 

thereof and the glee. 
Strike out from the shore as the heart in us bids and beseeches, 

athirst for the foam. 

life holds not an hour that is better to liye in : the past is a tale 

that is told. 
The future a sun-flecked shadow, alire and asleep, with a bless> 

ingin store. 
As we give us again to the waters, the rapture of limbs that the 

waters enfold 
Is less than the rapture of spirit whereby, though the burden it 

quits were sore. 
Our souls and the bodies they wield at their will are absorbed in 

the life they adore — 
In the life that endures no burden, and bows not the forehead, 

and bends not the knee — 
In the life eyerlasting of earth and of heayen, in the laws that 

atone and agree. 
In the measureless music of things, in the f eryor of forces that 

rest or that roam, 
That cross and return and reissue, as I after you and as yon after 

me 
Strike out from the shore as the heart in us bids and beseeches, 

athirst for the foam. 

For, albeit he were less than the least of them, haply the heart 

of a man may be bold 
To rejoice in the word of the sea as a mother's that saith to the 

son she bore. 
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When the mind (like a beard) has a ** formal eat,*' 
There is place and enoagh for the paina of proee ; — 
Bat whenever the May-blood stirs and glows. 

And the yonng year draws to the ** golden primey**-— 
And Sir Romeo sticks in his ear a rose, 

Then hey I — for the ripple of laughing rime 1 

In a theme where the thoaghts have a pedant-strat. 
In a changing quarrel of ** Ayes " and " Noes,** 

In a starched procession of '< If " and ** But," 
There is place and enoagh for the pains of prose :— 
But whenever a soft glance softer grows, 

And the light hours dance to the trysting-time, 
And the secret is told ** that no one knows," 

Then hey I — for the ripple of laughing rime I 

Envoy 

In the work-a-day world, — for its needs and woefy 
There is place and enough for the pains of prose ; 
But whenever the May-bells clash and chime. 
Then hey I — for the ripple of laughing rime I 

Here we have the finest flower of the artificial lyric, 
in which the very artificiality is made to accentuate 
our pleasure, as the laughing rime ripples in our 
ears. In this ballade we find the crispness of rhythm, 
the apparent spontaneity, the unfailing felicity of 
phrase, which we demand in what Cowper chose to 
call ^familiar verse '* and which is more often known 
by the wholly inadequate and unsatisfactory French 
term vera de socUtL^ 

^ In almost every department of familiar verse, Austin Dobson has 
proved himself a master ; and he had a right, therefore, to declare its 
code in the Twelve Good Rules that he drew up many yean ago for 
the gnidsnee of all who shaU adventure themselves in this sort of 



1. Never be vnlg^. 2. Avoid slaiig and puns. 8. Avoid inver- 
dkms. 4. Be sparing of long words. 6. Be colloquial but not com- 
monplaee. 6. Choose the lightest and brightest of measures. 7. Let 
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The ballade and the rondeau are best fitted for 
fiuniliar verse, no doubt, and their obvious artifice 
may prevent their use in the highest reaches of poesy, 
where the lyrist must forego as many shackles as he 
may. Yet they need not be restricted to the field of 
vers de sodete alone. They may lack the sharp con- 
cision of the quatrain and the soaring elevation of the 
«>imet ; but their range is wider than the drawing, 
room lyric only. The ballade especially has an indis- 
putable variety ; and in the hands of a true poet its 
arWtrwy rime^heme and its foreordained twenty, 
eight lines are not unduly cramping to the liberty of 
the lyrist. If evidence must be adduced in behalf of 
this contention, here is Swinburne's haunting ^^ Bal- 
lade of Dreamland " : — 

I hid my heart in a nest of roies, 

Oat of the son's way, hidden apart ; 
In a softer bed than the soft white snow is, 

Under the rose I hid my heart. 

Why would it sleep not ? why shonld it start, 
When neyer a leaf of the rose-tree stirred ? 

What made sleep flatter his wings and part ? 
Only the song of a secret bird. 

Ida still, I said, for the wind's wing closes. 
And mild leaves ma£Qe the keen sun's dart; 

Ide stiU, for the wind on the warm sea dozes. 
And the wind is nnqnieter yet than thou art 
Does a thought in thee still as a thorn's wound smart? 

Does the fang still fret thee of hope deferred ? 
What bids the lips of thy sleep dispart ? 

Only the song of a secret bird. 

the rimes be frequent but not forced. 8. Let them be rigorously 
exact to the ear. 0. Be as witty as you like. 10. Be serious by ao- 
eident. 11. Be pathetic with the greatest discretion. 12. Nerer ask 
if the writer of these rules has observed them himself. 
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TIm green Und's name that a oharm endoiee 

It nerer was writ in the trayeler's chart, 
And sweet on its trees as the fmit that grows iS| 

It nerer was sold in the merchant's mart. 

The swallows of dreams through its dim fields dar^ 
And sleep's are the tunes in its tree-tops heard ; 

No hound's note wakens the wildwood hart, 
Only the song of a secret hird. 

EnoM 

In the world of dreams I hare chosen my part. 
To sleep for a season and hear no word 

Of true loye's truth or of light lore's art» 
Only the song of a secret hird. 

Perhaps the best plea that has been made for the 
ballade is to be found in one of the brilliant essays of 
M. Jules Lemaitre, which Mr. Aindrew Lang has ren- 
dered into English : ^^ The poet who b^ins a ballade 
does not know very exactly what he will put into it. 
The rime, and nothing but die rime, will whisper things 
unexpected and charming, things he would never have 
thought of but for her, things with strange and re- 
mote relations to each other, all united in the disorder 
of a dream. Nothing, indeed, is richer in suggestion 
than the strict laws of these difficult pieces ; they force 
the fancy to wander afield, hunting high and low ; and 
while she seeks through all the world the foot that 
can wear Cinderella's slipper, she makes delightful 
discoveries by the way.'' 

There is an amplified form of the ballade which is 
called the chant^^royal. It consists of five eleven-line 
stanzas, riming a, &, a, &, c, c, cf , dj e, dj e, with a 
five-line envoy, riming (2, (2, e, (2, e, every stanza and 
the envoy ending ^th the refrain. Here is John 
Payne's "God of Love " : — 
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O most fair Grod, O Loye both new and old. 

That wast before the flowers of morning blewy 
Before the glad son in his mail of gold 

Leapt into light across the first day's dew; 
Thoa art the first and last of oar delight, 
That in the blue day and the purple night 

Holdest the hearts of servant and of king^ 

Lord of Hesse, sovran of sorrowing, 
That in thy hand hast heaven's golden key 

And Hell beneath the shadow of thy wing. 
Thou art my Lord to whom I bend the knee. 

What thing rejects thy mastery ? Who so bold 
But at thine altars in the dusk they sue ? 

Even the strait pale goddess, silver-stoled. 
That kissed Endymion when the Spring was newy 

To thee did homage in her own despite. 

When in the shadow of her wings of white 
She slid down trembling from her moonki ring 
To where the Latmian boy lay slumbering, 

And in that kiss put off cold chastity. 
Who but acclaim with yoioe and pipe and stringy 
^Thou art my Lord to whom I bend the knee ? " 

Master of men and gods, in every fold 

Of thy wide vans the soreeries that renew 
The laboring earth, tranced with the winter's cold, 

Lie hid — the quintessential charms that woo 
The souls of flowers, slain with the sullen might . 
Of the dead year, and draw them to the light. 

Balsam and blessing to thy garments cling; 

Skyward and seaward, when thy white hands fling 
Their spells of healing over land and sea, 

One shout of homage makes the welkin ring, 
** Thon art my Lord to whom I bend the knee I 



99 



I see thee throned aloft; thy fair hands hold 
Myrtles for joy, and euphrasy and rue: 

Laurels and roses round thy white brows rolled. 
And in thine eyes the royal heaven's hue: 

But in thy lips' clear color, ruddy bright. 

The heart's blood shines of many a hapless wight 
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Tboa art not only fair and sweet as spring ; 

Terror and beantj, fear and wondering 
Meet on thy brow, amazing all that see : 

All men do praise thee, ay, and ererything; 
Thou art my Lord to whom I bend the knee. 

I fear thee, though I love. Who ean behold 
The sheer son burning in the orbM blue, 

What while the noontide o?er hill and wold 
Flames like a Aire, except his mazM view 

Wither and tremble ? So thy splendid sight 

Fills me with mingled gladness and affright 
Thy yisage haunts me in the wavering 
Of dreams, and in the dawn awakening, 

I feel thy radiance streaming full on me. 
Both fear and joy unto thy feet I bring ; 

Thou art my Lord to whom I bend the knee 1 

Envoy 

Grod abore Grods, High and Eternal Eang, 
To whom the spheral symphonies do sing, 

I find no whither from Uiy power to flee, 
Saye in thy pinions' vast o'ershadowing, 

Thou art my Lord to whom I bend the knee. 

This has a lyrio largeness; and yet the dhant-rojal 
lies peculiarly open to the objection which Professor 
Louqabury has urged against all fixed forms of verse, 
to the effect that ^^ it is poetry not of art, but of arti- 
fice, though often artifice in a very high sense. Work 
of this kind is usually produced by men who are artists, 
and sometimes great artists, in poetry, as distinguished 
from great poets. It is accordingly not so much what 
they say that interests us as the way in which they say 
it." It is true that this objection must also hold, to a 
certain extent, even against the sonnet. In every art dif- 
ficulty conquered affords an abiding source of pleasure ; 
imd although this is admitted ungrudgingly, there is 
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conviction also in Lowell's assertion that ^* difficulty 
withont success is perhaps the least tolerable kind of 
writing." As Th&)dore de Banville was frank in de- 
claring, ^without poetic vision all is mere marquetry 
and cabinet-maker's work ; that ift, so far as poetry 
is concerned— nothing/* 

The case for the fixed form was never better put than 
by Edmund Gosse in his ^^ Flea for Certain Exotic 
Forms of Verse," written when these imported types 
were just reappearing in our language. « But there is 
always the danger of using elaborate and beautiful 
measures to conceal poverty of thought, and my plea 
would be incomplete if I left this objection to it un« 
stated. The only excuse for writing rondeaux and 
villanelles is the production of poems that are charm- 
ing to a reader who takes no note of their elaborate 
form ; they should be attractive in spite of, and not 
becaujse of, their difficulty. The true test of success is 
that the poem should give the reader an impression 
of spontaneity and ease, and that the attention should 
be attracted by the wit, or fancy, or pathos, in the 
thoughts and expression, and not, until later study, 
by the form at alL Let it not, however, be for this 
reason imagined that the labor is thankless and the 
elaboration needloss. Balf the pleasure given to the 
reader, half the sense of richness, completeness, and 
grace which he vaguely perceives and unconsciously 
enjoys, is due to the labor the poet has expended." 

One more exotic form remains to be considered, not 
French this time, but Malayan. This is the pantoum, 
imported but not important, which Victor Hugo called 
to the attention of Gautier and Banville. It is not an 
attractive form, and its resources are scanty. It con- 
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auts of asiiooessionof quatrains, the seoond and fonrtih 
lines of the first quatrain being repeated as the first 
and third of the seoond quatrain, and the second and 
fourth lines of this seoond quatrain serving again as 
the first and third of the third quatrain ; and so on, the 
final quatrain picking up again the first and third 
lines of the first. Monotony is inevitable, and any 
ample treatment of a theme is impossible. With his 
customary tact, Austin Dobson seized on this mono- 
tony as the excuse for the lyric he prepared in this 
form, thereby forcing the incessant repetition to sub- 
serve the general effect of insistently recurrent lines. 
He called his pantoum,the first to be attempted in 
English, "In Town": — 

Toiling in town now is « horrid ** 

(There is that woman again I) -* 
Jane in the zenith is torrid, 

Thought gets dry in the brain. 

There is that woman again: 

*' Strawberries! foorpence a pottlel " 

Thoaght gets dry in the brain; 
Ink gets dry in the bottle. 

^ Strawberries! fonrpence a pottle I ** 

for the green of a lane I — 
Ink gets dry in the bottle; 

«< Bazz " goes a fly in the pane 1 

O for the green of a lane, 
Where one might lie and be lazy 1 
^Bnzz" goes a fly in the pane; 
Bluebottles drive me crazy 1 

Where one might lie and be lazy, 

Careless of town and all in it I -« 
Bluebottles drire me crazy: 

1 shall go mad in a minute I 
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Careless of town and all in it, 

With some one to soothe and to still yon; 
I shall go mad in a minate; 

Bluebottle, then I shall kill you t 

With some one to soothe and to still joOf 

As only one's feminine kin do, — 
Bluebottle, then I shall kill you: 

There now ! I Ve broken the window 1 

As only one's feminine kin do, — 
8ome muslin-clad Mabel or May I -* 

There now I I 'to broken the window I 
Bluebottle 's off and away I 

Some muslin-dad Mabel or May, 

To dash one with eau de Cologne: 
Bluebottle 's off and away, 

And why should I stay here alone ? 

To dash one with eau de Cologne, 

All orer one's eminent forehead;—- 
And why should I stay here alone 1 

Toiliiig in town now is ** horrid." 



CHAPTER IX 

BIMBLESS STANZAS 

Rime, the xmok of finest witi, 
That ezpiesMth but by fiti 

iSme oonoeit, 
\ Spoiling eeneoo of tbeir treanire, 
Conning judgment with a meaeoie, 

But false weight ; 
Wresting words foom their tme eeUing, 
topping yerse for fear of falling 

To the gronnd, 
J(^tang syllables, drowning lettersi 
Fastening Towels, as with fetters 

They were bound. 

Greek was free from rime's inf eetion, 
Happy Greek by this protection 

Was not spoiled, 
Whilst the Latin, queen of tongues, 
Is not yet free foom rime's wrongs, 

But rests foiled. 
Bsx JomoN : A Fit of Bime againtl Bim$. 

In the yarious types of stanza which have been con- 
sidered, in the sonnet and in the other fixed forms, 
rime serves to indicate the metrical scheme which 
the ear is to expect. Now and again, one line or 
another in the quatrain, or in a longer stanza, may be 
left unmated ; and often a refrain is rimeless. Yet the 
importance of rime is indisputable ; indeed one might 
declare that its necessity is almost undeniable. At 
least, this much must be admitted — that in our mod- 
em English the stanza, whatsoever its length, seems to 
insist upon its sequence of terminal rimes, and that 
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in consequence of this apparent insistence yery few 
lyrics have been able to sing themselves into the 
memory and to capture a popularity which is at once 
wido and enduring, unless they have soared aloft on 
the wings of rime. 

In the epic and in the drama, poetry can get along 
very well without the tinkle of the terminal syllables ; 
in &ct, English poetry of this lofty species seems to 
reject rime, as needless and even enfeebling. But in 
lyrical poetry, whether it is confined in a single stanza 
or extended to a sequence of stanzas, rime appears 
to be almost obligatory. George Meredith went so far 
as to insist that ^^ in lyrics the demand for music is 
imperative, and, as quantity is denied to the English 
tongue, rimes there must be." If rime is absent, 
our ears are deprived of a delight which they have 
learned to anticipate. Bime supplies to the stanza its 
architectural outUne ; and it is the steel-frame for the 
firm construction of the towering ode. If the rime 
is lacking, our ears miss it and they have to strain to 
make sure of the stanzaic form. This may be due 
merely to long traditions in English verse ; or more 
probably it may be ascribed to some unexplored pe- 
culiarity of our modem languages. Certainly the lack 
of rime does not interfere with the charm of the lyrics 
of the Greeks, of the Latins, and of the Hebrews. 
The French, it may be noted, are even more dependent 
upon rime than we are ; they have never been able 
to develop blank verse ; and both their epic and their 
tragic poetry gladly wears the fetters of the riming 
couplet, made even more galling by the rule that a 
pair of masculine rimes shall always alternate with a 
pair of feminine rimes. 
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Yet many poets have oomposed English lyrios in 
rimeless stanzas of varying length; and not a few 
of them have produced poems of unquestionable grace 
and beauty . Nevertheless, the &ot remains that searoely 
any poet of our hinguage has achieved one of his major 
successes with an unrimed lyric; and it is always 
upon his lyrics adorned with chiming ends that his 
reputation rests. In English the rimeless lyric is 
sporadic and abnormal; and yet these experiments 
in stanzas without rime are significant and interest- 
ing. 

If we limit the word couplet^ as perhaps we should^ 
to describe a pair of > lines which rime together, we 
have the word disHch to describe a pair of unrimed 
lines. For inscriptions, for memorial purposes, the 
distich has a proved fitness. In so brief a lyric the 
necessity for rime is less obvious. Here is a distich 
of Emerson's : — 

This pasting moment is an edifice 
Which the Omnipotent cannot rebuild. 

Here are three lines of Lander's on Shalsspere: — « 

In poetry there is bat one supreme, 

Thoagh there are many angels round his throne, 

Mighty, and beauteous, while his laoe is hid. 

There is a lapidary concision like that of an Attic 
inscription in these three lines of Emerson's : — 

No fate, saye by the Tietim's fault, is low. 
For Grod hath writ all dooms magnificent. 
So guilt not traverses His tender will. 

The unrimed quatrain is infrequent in English 
verse; and yet a few stately specimens are available. 
Here is one from Emerson:- 
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There is a time when the romanee of life 
Should be shut up, and cloied with doable olaap: 
Better that this be done before the dust 
That none oan blow away falls into it. 

In these little lyrios, the ear has scarce time to 
awaken to the expectancy of rime before the poem 
comes to its end. But when the lyric consists of several 
stanzas the absence of the rime is soon noted ; and 
although this may be forgiven, still it is likely to be 
more or less disconcerting, especially if the stanza 
ohosen is familiar, as in this ^^ Etching " of Henley's : — 

Two and thirty is the plowman ; 
He 's a man of gallant inches, 
And his hair is close and early, 

And his beard ; 
But his face is wan and sunken, 
And his eyes are large and brilliant, 
And his shoulder blades are sharp. 

And his knees. 

This stanza seems to cry aloud for its customary 
rimes ; and there is a wanton bravado in depriving 
us of them. The nnrimed lyric is more acceptable 
when it avoids the well-known stanzaic forms wherein 
rime is traditional and when it employs a less rigid 
frame, freer in its movement. This Liongfellow felt 
with his intuitive feeling for felicity of presentation. 
Here are the opening quatrains of his greeting ^ To 
an Old Danish Song-Book " : — 

Welcome, my old friend. 
Welcome to a foreign fireside, 
While the sullen gales of autumn 
Shake the windows. 

The ungrateful world 

Has, it seems, dealt harshly with thee, 
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Since, beneath the ikiet of Denmark, 
Iflnt I met thee. 

This is excellent in its mating of style and sub^ 
stance. These nnrimed quatrains justify themselyes ; 
they do not demand rime ; they would not be bettered 
by it. There is an even bolder irregularity in the open- 
ing of "^The Saga of King Olaf ": — 

I am the €rod Thor, 
I am the War God, 
I am the Thunderer t 
Here in my Northland, 
My fastness and foitiesii 
Beign I f orerer ! 

Here amid ieebergs 
Rule I the nations ; 
This is my hammer, 
Mi5lner the mighty ; 
Giants and soreerers 
Cannot withstand it 1 

Lfongf ellow had an easy mastery of rime when he 
ohose to exert it, yet he liked to f or^o its aid and to 
lift up a lyric without the assistance of the expected 
pairs of terminal words. His song on ** The Bells of 
Lynn '' is written in distichs, with a refrain at the 
end of every second line : — 

O oorfew of the settid^ son I O Bells of Lynn I 
O requiem of the.dyii^ day I O Bells of Lynn 1 

From the dark belfries of yon olond-eathedral wafted^ 
Your sounds aerial seem to float, O Bells of Lynn. 



Borne on the evening wind across the erimson twilight. 
O'er land and sea they rise and fall, O Bells of Lynn 1 

In this lyric the stave is only two lines long and 
the expectancy of rime is met by the recurring re- 
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frain. It is by the aid of a refrain also that Charles 
Lamb ties together his sequence of three-line stanzas : — 

All, all are gone, the old familiar faces. 

I hare had playmates, I have had oompanionii 
In my days of childhood, in my joyful ichool-daySp 
All, all are gone, the old familiar faces. 

I loved a loye once, faireat among women; 
Closed are her doors on me, I mast not see her; 
All, all are gone, the old familiar faces. 

Tennyson succeeded in giving lightness and fluidity 
to an unrimed lyric arranged in stanzas of three 
lines each, which is supposed to be sung in ^^ The Prin- 
cess": — 

O Swallow, Swallow, flying, flying soath, 
fly to her, and fall npon her gilded eayes, 
And tell her, tell her, what I tell to thee. 

O tell her. Swallow, that thoa knowest each, 
That bright and fierce and fickle is the South, 
And dark and true and tender is the North. 

And in ^^ Tears, Idle Tears," one of his loveliest 
lyrics, Tennyson again abandoned rime, but clung 
to the refrain as marking usefully the limit of tb« 
stanza: — 

Tears, idle tears, I know not what they mean, 
Tears from the depth of some divine despair 
Bise in the heart, and gather to the eyes, 
In looking on the happy autumn-fields. 
And thinking of the days that are no more. 



Fresh as the first beam glittering on a 
That brings our friends up from the underworld, 
Sad as the last which reddens over one 
That sinks with all we love below the verge ; 
So sad, so fresh, the days that are no more. 
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Symonds held this to be a ** perfect speciinen of die 
most melodious and complete minstrelsy in words " ; 
and he declared that the refrain with its ^^ recurrence 
of sound and meaning is a substitute for rime and 
suggests rime so persuasively that it is impossible to 
call the poem mere blank verse." 

A device not dissimilar is employed in a lyric by an 
American poet, untimely cut off in his youth, Charles 
Heniy Liiders. This song is entitled the ^^Four 
Winds " ^ : and it must be given in full to show clearly 
how the several' stanzas are kept separate and distinct, 
dearly perceptible to the listening ear, without the aid 
of the rime: — 

Wind of the North, 

Wind of the Northhmd snows, 

Wind of the winnowed skies and sharp, clear stars, — 

Blow cold and keen across the naked hills, 

And crisp the lowland pools with crystal films, 

And blue the casement-sqaares with glittering ioe, 

Bat go not near my lore. 

Wind of the West, 

Wind of the few, far clonds, 

Wind of the gold and crimson snnset lands, — 

Blow fresh and pnre across the peaks and plains, 

And broaden the bine spaces of the heayens, 

And sway the grasses and the mountain pines, 

But let my dear one rest. 

Wind of the East, 

Wind of the sonrise seas. 

Wind of the clinging mists and gray, harsh rains, ^ 

Blow moist and chill across the wastes of brine. 

And shut the sun out, and the moon and stars, 

And lash the boughs against the dripping eaves. 

Yet keep thou from my love. 

^ By pennMon from The Dead Nympk and otktr Po$mt by 
Charles Henry Ltiden, oopyrighted, 1891, by Qiarles Scribner't Sons. 
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Bat thou, sweet wind I 

Wind of the fragrant Soath, 

Wind from the bowers of jasmine and of rose, — - 

Oyer magnolia glooms and lilied lakes 

And flowering forests come with dewy wings, 

And stir the petals at her feet and kiss 

The low mound where she lies. 

Although the refrain has served Lamb, Longf elloWf 
and Tennyson to impress the form of an unrimed 
stanasa upon the ear, other poets have done without its 
aid, perhaps becaujse they did not feel any desire to 
isolate the successive units of construction. Thus 
William Watson has a sequence of quatrains in ^^ Eng- 
land, My Mother," linked together by the continuity 
of the thought and flowing forward without any sharp 
division into stanzas : — 

Lo, with aneient 
Boots of man's nature 
Twines the eternal 
Passion of song. 

Ever Love fans it^ — 
Ever life feeds it ; 
Time cannot age i^ 
Death oannot slay. 

Deep in the world-heart 
Stand its f oandations, 
Tangled with all things. 
Twin-made with all. 

In this poem of Watson's the stanzas are of uniform 
length and of uniform metrical construction ; but they 
are not separate unities. The stanza is not insisted on ; 
it is not integral to the movement of the ode-like lyric. 
Still less does our ear ask for rime when the suoces- 
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give stanzas are not of uniform leng^ or of uniform 
metrical construction. 

In Matthew Arnold's ^^ Strayed Beyeler/' there is no 
rigorous uniformity ; indeed, the rhythmical moyement 
is so free that the ear adjusts itself at once to this free- 
dom and has to make no effort to seize any prescribed 
metrical scheme : — 

HU Ytndh 

Who speaks ? Ab, who eomes forth 

To thy side, Goddess, from within? 

How shall I name him ? 

This spare, dark-featnred. 

Quick-eyed stranger ? 

Ah, and I see too 

His sailor's bonnet. 

His short coat, trayel-taniishad, 

With one arm bare I — 

Art thou not he, whom fame 

This long time mmors 

The faTor'd gnest of Civoe» brought by the waTe% 

Art then he, stranger ? 

The wise Ulysses, 

Laertes' son ? 

Ulyaei 
1 am Ulysses. 
And thon, too, sleeper? 
Thy Yoice is sweet. 
It may be thon hast f ollow'd 
Through the islands some diTine bard. 
By age taught many things, 
Age and the Muses; 
And heard him delighting 
The Chiefs and the people 
In the banquet, and learned his songs 
Of Gods and Heroes, 
Of war and arts, 
And peopled cities, 
Inland or built 

By the gray sea. If so, then hsill 
I honor and welcome thee. 
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Apparently it is only when the stanza stands out by 
itself that our ears expect the rime to indicate the 
metrical framework; and when the verse flows on 
avoiding equal subdivisions, our ears accept this with- 
out being in any way strained. Browning, for example, 
divides ** One Word More," his epistle to his wife at 
the end of ** Men and Women," into groups of lines, 
these metrical paragraphs containing sometimes only 
three or four lines and sometimes extending to more 
than twenty. Thus there is no suggestion of any 
stanzaic form, and therefore there is no need for 
rime or refrain or for any other device to guide the 
ear. Here is the first of these paragraphs, limited to 
four lines only : — 

There they are, my fifty men and women 
Naming me the fifty poema finished I 
Take them, Love, the book and me together; 
Where the heart liei, let the brain lie also. 

And here is another paragraph, the sixth, having 

three lines only : — 

Ton and I would rather see that angel, 
Painted by the tendemess of Dante, 
Would we not? — than read a fresh Inferno. 

Part of the ease and lightness of this poem is due 
to its trochaic rhythm. As we examine the most satis- 
fying of the lyrics in our language which are not 
adorned with rime, we cannot help remarking how 
strong is the tendency of the poets to end their lines 
with short syllables. They are prone either to employ 
a trochaic rhythm, or to append an extra dkort 
syllable to their iambic lines. It is an unrimed 
iambic heptameter with this added short syllable 
Newman chose for his translation of Homer. 
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It is in unriined dactylic trimeter that Dr. Weir 
Mitchell composed his ** Psalm of the Waters," carry- 
ing over the final short syllable of every line to the 
beginning of the next : — 

So this is a psabn of the waters, — 
The wavering, wandering waters: 
With languages learned in the forest. 
With secret of earth's lonely oavems. 
The mystical waters go by me 
On errands of love and of beanty, 
On embassies friendly and gentle, 
With shimmer of brown and of silver. 

It is in iambics, chiefly tetrameter and trimeter, that 
Southey wrote his ^^Thalaba," adding frequently a 
short syllable at the end of his line : — 

He f onnd a woman in the eave, 

A solitary Woman 
Who by the fire was spinning 

And singing as she spnn. 
The pine bonghs were cheerfnlly blaangi 
And her f aoe was bright with the flame. 

In the very year, 1855, when Browning published 
^One Word More," Longfellow had earlier issued 
*< The Song of Hiawatha " in a kindred trochaic rhythm. 
But the American poet took over from the Finnish 
^* Kalevala " (which had suggested his meter) the 
device of frequent repetition of the same thought in 
slightly varied words. This device gave individuality 
to his lyrical legend, and a pervading gracefulness 
almost feminine in its delicacy : — 

Give me of yonr bark, O Biroh-tree I 
Of your yellow bark, O Birch-tree I 
Growing by the rushing river, 
Tall and stately in the valley I 
I a light eaaoe will boild me, 
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Baild a swift Cheetnaan for sailing, 
That shall float upon the river, 
Like a yellow leaf in Autumn, 
Like a yellow water-lily I 

Two other of Longfellow's longer poems are also 
without the assistance which rime may bestow. 
These are *^ Evangeline " and ^^The Courtship of 
Miles Standish." They are written in what may be 
described as English hexameters, eyery line consisting 
of five dactyls, followed by a single trochee, which 
supplied the final short syllable that unrimed verse 
appears to prefer. The choice was singularly felici- 
tous, especially for ^^ Evangeline." As Dr. Holmes 
declared, *^the hexameter has been often criticized, 
but I do not believe any other measure could have 
told that lovely story with such effect, as we feel 
when carried alone the tranquil current of these 
brimnung, slow.n.o4.g. soul^lfying W Imagine, 
for a moment, a story like this minced into octosyl- 
lables. The poet knows better than his critics the 
length of step which best befits his muse." The 
shrewdness of Dr. Holmes's opinion is shown by an 
experiment tried by Longfellow himself. The poet 
rewrote one of the most beautiful passages of ^^ Evan- 
geline," not in octosyllables, but in riming iambic 
pentameters. The matter was substantially identical 
in both versions, and only the manner vras 'different ; 
yet not a little of the charm of the hexameter original 
has evaporated in the rewriting into rimed penta- 
meters. 

Then from a neighhoring thicket the mocking-bird, wildest of 

singers, 
Swinging aloft on a willow spray that hung o'er the water, 
Shook frwa his Httla throat such floods of delirions mosio^ 
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That the wliola air and the woods and the wavM feemed tOent 

to liiten. 
FlaintiTe at first were the tones and sad: then soaring to 

madness 
Seemed they to follow or guide the rerel of frenzied 

Bacchantes. 
Single notes were then heard, in sorrowful, low lamentation ; 
Till, haying gathered them all, he flung them abroad in derision, 
As when, after a storm, a gust of wind through the tree-tops 
Shakes down the rattling rain in a crystal shower on the 

branches. 

This is the unrimed hexameter original; and here is 
the rimed pentameter reworking : — 

Upon a spray that oyerhnng the stream 
The mocking-bird, awaking from his dream. 
Poured such delirious music from his throat 
That all the air seemed listening to his note. 
FlaintiYe at first the song began, and slow; 
It breathed of sadness, and of pain and wo; 
Then, gathering all his notes, abroad he flung 
The multitudinous music from his tongue, — 
As, after showers, a sudden gust again 
Upon the leaves shakes down the rattling rain. 

The immediate welcome accorded to ^ Evangeline *' 
and to its successor in the same meter, ^^ The Courtship 
of Miles Standish," is proof that the English-speaking 
peoples found no difi&cully in accepting this dactylic 
hexameter as Longfellow handled it. Almost a novelty 
in English versification, it was received at once as 
pleasing to our ears. As Dr. Holmes noted, it met 
with not a little adverse criticism, mostly from those 
who applied a false test and who blamed Longfellow 
for a failure to accomplish what he had never tried 
to attempt. The dissatisfied critics complained that 
these English hexameters did not conform exactly to 
the strict rules of the Greek and Latin hexameter and 
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therefore that they did not suggest to an English ear 
the full effect made by the classic hexameter on the 
ears of the Athenians and the Romans. But nowhere 
did Longfellow claim that his dactylic hexameter was 
the equivalent in our language of the classic hexameter 
which depended for a large part of its weight and of 
its stately march on the terminal spondee, a foot which 
our language abhors. What Longfellow did was to 
establish an English hexameter, which the English ear 
was glad to accept. This English hexameter was un- 
doubtedly suggested to Longfellow by certain attempts 
to acclimatize in our yersification the classic hexameter ; 
but the American poet was too accomplished a metrist 
to have supposed that he could carry over into our 
accentual language the specific characteristics of any 
verse-f orm deyeloped in a quantitatiye language like 
the Greek. 

Li Greek and in Latin the rhythm is the result of 
quantity, that is to say, it is caused by the alternation 
of syllables which are actually long or actually short 
in the duration of the time taken to pronounce them. 
In English, rhythm is caused to some slight extent by 
quantity, but more often by accent, by stress, by the 
emphasis with which we habitually pronounce one or 
more syllables in all words containing more than one 
syllable. An actual length of vowel-sound, a superior 
accent, a heightening of pitch, any of these or all of 
them at once, create rhythm in the ears of those who 
have English for their mother-tongue. Our ears are 
not trained to feel quantity alone or to receive a rhythm 
which is purely quantitative. Although it has seemed 
convenient in these chapters to call the more marked 
syllables long and the less marked syllables shorts this 
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done <xily after full warning that leng^ by itself 
does not aooount for English rhythm. So aocentual is 
our language that the spondee, the foot composed of 
two longs, can hardly b^ said to exist in English Terse. 
Milton was able to achieye it now and again, and so 
was Tennyson ; but we are so habituated to accent that 
we find it almost impossible to give equal weight to 
two successive syllables. 

As a result of this fundamental difference between 
the rhythmic basis of Greek and Latin yersification 
and the rhythmic basis of English versification, any 
attempt to import into our language the classical 
meters (founded on quantity alone) is foredoomed to 
failure. Such an attempt can be only the amusement 
of the learned;!* cJot aspire to Lytiung else ; it 
must be foreign to any consideration of modem Eng- 
lish versification. And even the learned are rarely 
satisfied with any particular imitation in English of 
the specific characteristics of the classical writer. What 
one scholar has devised another scholar is likely to find 
isxlt with. Coleridge, for example, taking a hint from 
Schiller, tried to exemplify the classical hexameter and 
pentameter in these two lines : — 

In the hexameter rises the fountain's silvery eolnmn — 
In the pentameter aye falling in melody back. 

But this distich did not meet with Tennyson's appro- 
bation ; and he revised it, striving to make it quanti. 
tative rather than aocentual : — 

Up springs hexameter, with might, as a fountain arising, 
Lightly the fountain falls, lightly the pentameter. 

It may even be doubted whether Tennyson would 
have been any better pleased with LongfeUow's at- 
tempt than he was with Coleridge's : — 
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In iMzmmetor plonget tlie lieftdloDg omtaraet downward, 
In penUuneter ap whirls the eddying misi. 

In two other lines Coleridge soaght not only to sug- 
gest in English verse the largeness and the force of 
the Homeric hexameter, but also to reproduce its met- 
rical arrangement : — 

Strongly it bean na along in swelling and limitless billows — 
Nothing before and nothing behind but the sky and the ocean. 

It is possible that these two lines were lingering in 
Tennyson's memory when he dismissed contemptuously 
the various strivings to carry over into English the 
^ surge and thunder of the Odyssey " : — 

These lame hexameters the strong-winged mnsie of Homer I 
No— bnt a most bnrlesqne barbaroos experiment. 

When was a harsher sound erer heard^ je Muses, in England? 
When did a frog eoarser eroak upon our Helieon T 

Hexameters no worse than daring Germaaj gave nS| 
Barbaroos e]q»eriment, barbarous hexameters. 



English poets of high distinction, Teniqrson and 
Swinburne among them, have sportively torjred with 
the technical difficulty of writing sapphics and akaics 
in Engfish. At least one of these interesting experi- 
ments proved to be truly a poem, valuable in itself 
apart from the overcoming of the metrical difficulties, 
is Tennystm's poem in alcaics on ^ Milton **: — 

O mightj-moath'd inrentor of harmonies, 
O skill'd to sing of Time or Etemitf , 

God-gifted organ-Tcnee of England, 
Miltouy a name to resound for ages ; 
Whose Titan angels, Gabriel, Abdiel, 
Sterr'd from Jehorah's gor g eo us armories^ 

Tower, as the deep-domed empy rean 
Bings to the roar of an angel onset I 
Me rather aU that bowery loneliness, 
Hie bvooks of Eden masily » nn n arin |^ 
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And bloom prof me and oedar arohM 
Charm, as a wanderer oat in ooean, 
Where some refulgent snnset of India 
Streams o'er a rich ambrosial ocean isle, 
And crimson-haed the stately palm-woods 
Whisper in odorous heights of even. 

For the several lyrists tliis exercise in exotic meters 
may haye been a yaluable gymnastic ; but it means little 
to the lovers of English poetry. The experiments may 
not be burlesque and barbarous ; they may be refined 
and deUoate ; but they remain experiments, none the 
less, and experiments doomed to ultimate &ulure. 
Perhaps the final word on the subject was uttered 
three centuries ago by Thomas Nash: ''The hexar 
meter I grant to be a gentleman of an ancient house 
(so is many an English beggar); yet this dime of 
ours he cannot thrive in ; he goes twitching and hop- 
ping, retaining no part of that stately, smooth gait, of 
which he vaimts himself among the Greeks and Bo- 
mans/' The sapphic and the alcaic in English are no 
better off than the hexameter; they cannot divest 
themselves of the strenuous effort and of the self-con- 
scious artifice that have gone to their making. With 
the aid of the refrain and of alliteration and of repeti- 
tion, English lyrists have won us to accept lyrics de- 
void of rime; but they have been able to do this only 
when they have chosen metrical forms native to our 
tongue, or at least not hostile to our system of accent- 
ual rhythm. 

Another foreign device, not transplanted from a 
dead language, but taken over from another modem 
tongue, was essayed by George Eliot in one of the 
songs of ^^ The Spanish Gipsy." As her theme was 
Spanish she borrowed from Spanish poetry a system 
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of semi-riming which is known as assonance, the 
vowel-sounds being repeated exactly while the conso- 
nants which follow these vowel-sounds may vary at the 
caprice of the poet. Here are two stanzas : — 

Maiden, crowned with glossy blaokness^ 

Lithe as panther forest-roaming, 
Long-armed naiad, when she dances, 

On a stream of ether floating — 
Bright, O bright Fedalma I 

Form all cnrres like softness drifted, 
Waye-kissed marble roundly dimpling^ 

Far-off music slowly wing^, 
Gently rising, gently sinking — 
Bright, O bright Fedalma 1 

The long o of roaming is repeated in Jloctting ; and 
the short a and short e of hlackness are echoed in 
dances. To the Spanish ear, trained to catch this re- 
petition of the vowel-sound, asisonance is as accept- 
able as actual rime ; but to the English ear there is 
scarcely a suggestion of the author's intent to marry 
blackness and dances. To us this stanza is as though 
it was absolutely unrimed. The assonance is appre- 
hended only by those who are learned enough to know 
that it is employed by the Spaniards. It is quite pos- 
sible that our ears, once possessed of this knowledge, 
might be trained to follow the recurring vowels ; but 
this could be achieved only by an effort which would 
violate the Economy of Attention. In blackness and 
dances the assonance extends to two syllables and 
thereby becomes twice as difficult for us to perceive. 
JxL floating and roaming there is identity of the termi- 
nal short syllable ; and the long o might carry over 
its impression from one line to another. This bolder 
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and more obvious aasonaiice is akin to that with which 
we are ahready familiar in proverbs and folk-rimes : — 

Leaye them alone 
And they 11 come home. 

But in these more or less accidental variations from 
strict rime, the changing consonants which follow 
the unchanged vowel-sound do not greatly vary. In 
alone and home^ the n and the m are easily confounded 
when sung. 

In Matthew Arnold's ^< The Future," the lines are 
nnrimed ; but the keen ears of an accomplished student 
of verse have discovered a phiy of assonance, that is, 
of occasional identity of the final vowels of certain 
pairs of lines. 

Hapljy^iho river of Time — 

Afl it grows, as the towns on its marge 

Fling their wavering lights 

On a wider, statelier stream — 

May acquire, if not the calm 

Of its early mountainous shorep 

Yet a solemn peace of its own. 

And the width of the waters, the hush 

Of the gray expanse where heJloatSt 

Freshening its current and spotted with foam 

As it draws to the ocean, may strike 

Peace to the soul of the man on its breast, •— 

As the pale waste widens around Atm, 

As the banks fade dimmer away. 

As the stars come out, and the mghtrwind 

Brings up the stream 

Murmurs and scents of the infinite sea, 

Arnold has pleased the ear by the casual repetition 
of the same vowel-sound without creating any exact 
expectation of this recurrence. 

In the chapter on the ballade, the rondeau and the 
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other fixed forms, one of these forms was omitted, the 
sestina, because it was originally composed without 
rime. The sestina is an awkward and uninviting form, 
which is quite as effective without rime as with it. 
Although it has tempted poets as variously gifted as 
Swinburne and Kipling, it cannot be said to have 
demonstrated its worthiness. It is so forced in its for- 
mality that it takes on an aspect of f reakishness ; and 
so cumbrous is its structure that it can be seized by 
the ear only as the result of undue exertion. Edmund 
Gk)sse has written an unrimed sestina, of which this is 
the first stanza: — 

In fair Proyenee, the land of late and roM, 
Amant, great master of the lore of lovef 
First wrought sestines to win his lady's heatif 
For she was deaf when simpler staves he sangf 
And for her sake he broke the bonds of rwM, 
And in this sabler measure had his too. 

The six terminal words reappear in changing order 
at the line-ends of all the other five stanzas, wo ending 
the first line of the second stanza, and the other five 
words foUowing in turn, the final line ending with 
heart. And ?ieart then becomes the terminal word of 
the first line of the third stanza, followed by wo, with 
the rest of them tagging after. There is an envoy of 
three lines, in which we find one half of the six words 
at the ends of the lines and the other half concealed 
in the middle: — 

Ah I Sovereign Love, forgive this weaker rime, 
The men of old who sang, were great at hearty 
Yet have we too known wo, and worn their rote» 

Swinburne, following the example of the French- 
man, Gramont, tipped the six-line staves of his sestina 
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with rimes ; and Eapling, eschewing rime, made use 
of the dialect of Tommy Atkins for his ** Sestina of the 
Tramp Royal." But rimed or unrimed, picturesquely 
lyrical or realistically prosaic, the sestina is never likely 
to win &yor in the ears of listeners whose native speech 
is English. Its arbitrary artificiality is too subtle ; and 
the difficulty vanquished is not here an adequate re- 
ward. 

At the opposite extreme from the cumbersome re- 
straint which is imposed by the laws of the sestina is 
the lawlessness which is found in the most of Walt 
Whitman's earlier poems. Many poets of our lan- 
guage have claimed the full freedom which results 
from rejecting the strict stal!nza and the exact metrical 
equivalence of corresponding lines. In Matthew Arw 
nold's *^ The Strayed Beveler," for example, we cannot 
decide with certainty just what the meter may be, so 
large and sweeping is the rhythmical flow of the poem. 
Whitman went still further ; he declared a revolt from 
all the accepted conventions of English versification. 
He proclaimed the right to be a law unto himself and 
asserted substantially that his formlessness ¥ras its own 
excuse for being. He believed that he had rejected all 
tradition, yet he had plainly come under ihe influ- 
ence of Blake, and he had been impressed also by the 
mighty movement of the Hebrew rhapsodists as this 
had been carried over into English by the translators 
under King James. As a result of this theory, many 
passages of Whitman reveal themselves as only a 
little removed from prose ; they fail to give us exactly 
the kind of pleasure which we have been in the habit 
of expecting from poetry. Whitman is most impres- 
sive when he comes nearest to shapeliness of structure 
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and when he approaches most dosely to the flowmg 
rhythm which delights us in Arnold's poem, for ex- 
ample, and in some of Blake's. Desiring to break 
away from all the restrictions, he has won his warmest 
welcome when his verse has been most in accord with 
our normal expectation. It is significant that the one 
poem of Whitman's which has been taken to heart 
by the American people, *^ O Captain ! My Captain," 
is the lyric of his which unhesitatingly accepts the 
current conventions of English verse ; it is in stanza 
and in rime, and it has a refrain. It is significant also 
that those of his other poems which are most admired 
are those in which he most widely departed from his 
OMrn, iconoclai^tio theories and in which he is most 
evidently following the broader current of English 
poetry. Consider, for example, ^^ When Lilacs last in 
the Dooryard Bloom'd," one of his threnodies for 
Lincoln : — 

When Ldlaos last in the dooryard bloom'd, 

And the ^reat star early droop'd in the western iky in the 

night, 
I monm'd, and yet shall mourn with eyer-retuming spring. 

ETev-retnming spring, trinity sure yon bring, 

Lilac blooming perennial and drooping star in the west. 

And thought of him I love. 

Here is another fragment from the same lofty and 
aspiring lyric : — 

O, how shall I warble myself for the dead one there I loved ? 
And how shall I deck my song for the large sweet soal that has 

gone? 
And what shall my perfume be for the grave of him I love ? 

Sea-winds blown from east and west, 

Blown from the Eastern sea and blown from the 
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Weitoni (Ma, till there on the pnuries meetiiigy 
Thete and with thete and the breath of mj ehanty 
I 'U perfume the grare of him I loYe. 

This may seem irr^^alar, but it is scarcely more ip- 
regolar thaii Arnold's ^^ The Strayed Beveler " or than 
Southey's ^* Thalaba." It is free and spontaneous, but 
it carries at least the suggestion of a definite form. It 
is the utterance of deep emotion, liberal and surging, 
but sustained and restrained by art. It has a technio 
of its own, not narrow and confined, not easily de- 
clared with precision, and yet felt and appreciated. 
Whitman's best poetry is the work of his maturity, 
when he had fully mastered his new form, which, as 
Professor Carpenter put it, *^ hoyered between prose 
^ and Terse." He had found his instrument at last ; <^it 

was living, musical, rhythmical, impassioned speech. 
If it had a prototype or an origin, it may be said to 
have been bom of the rhythm which he heard in na- 
ture and of his memories of the arias and recitatireB 
of the Italian opera." 

'^ A man who finds that his gloves cripple him does 
right in drawing them off," said Stedman ; <^ at first 
Whitman certainly meant to escape all technio. But 
genius, in spite of itself, makes works that stand the 
test of scientific laws." And the keen critic added 
that ^unrimed verse, the easiest to write, is the 
hardest to excel in, and no measure for a bardling." 
What is too easy is not worth while ; and the greatest 
artists are those who have most eagerly accepted the 
specific limitations under which a given piece of work 
had to be done; so far from rejecting technic, they 
have ever been athirst for new devices ; and it has 
been their pride always to prove that although bound, 
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ihey oould be free. And this Whitman came in time 
to feel, even though he may never have confessed it 
even to himself. Those move easiest who have learned 
to dance ; and in ^^ When Lilacs last in the Dooryard 
Bloom'd " Whitman proved he had devised a form^ 
loose, large and free, exactly suited to his own needs. 



CHAPTER X 

THB OOUPLBT 

With tbe mbftiintioii of heroio for norimed tsiw, the theory and 
pceotioe of harmony hi Knglieh compoeitioii were altered. What waa 
eieentially national hi our poetry — the muaio of stiatained periodiy 
elaatie in their s trne t ure, and governed by the enbtlest lawa of melody 
in reenrring ooneonanta and Towela — waa eaerifioed for the artifioiid 
eloqnenoe and monotonooa oadenoe of the ooaplet. For a oentory and 
a half the summit of all ezoellenee in Tenification was the oonstrao- 
tion of neat pairs of lines, smooth indeed and polished, but scaroely 
Tarying in their form. — John ADDnroroH Stkohdb : Blank F«rse. 

Fob the expression of lyrical sentiment, the poets have 
generally chosen some form of the stanza, — a single 
quatrain, an octare, a sonnet, a ballade, or a sequence 
of whatever unit they have deemed most fit for their 
purpose. For narratire, they have also employed not 
infrequently a succession of stanzas, notably in the 
ballad, which sets forth a story running over from 
one quatrain into another until the tale is told. But 
more often the poets have preferred not to cut up their 
narrative into equal parts and not to confine them- 
selves within the narrow limits of any stanza*form. 

If the poet decides that his story will profit by the 
aid of rime, he is likely to select one of three meters, 
anapestio tetrameter, iambic tetrameter, or iambic 
pentameter, generally riming in couplets. Of these 
three the iambic pentameter, commonly known as the 
*^ heroic couplet," has been most frequently employed. 
The heroic couplet has served not only for narrative, 
but also for contemplative, philosophic, descriptive 
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and satiric expression. It demands more detidled oon* 
sideration here than either of the other meters ; and 
these had therefore better be discussed briefly before 
the heroic couplet itself is analyzed. And as the ana- 
pestic tetrameter has been less often employed than 
the iambic tetrameter, it may be considered first. 

Although Byron has chosen to print ^^ The Destruc- 
tion of Sennacherib " in stanzas of four lines each, its 
movement is continuous and the unit of construction 
rather is the single couplet than the pair of couplets 
joined to suggest a quatrain to the eye. The ear would 
find it almost impossible to detect any break between 
the successive quatrains. Indeed, the three final stanzas 
begin each of them with an and which ties them 
dosely to their predecessor : — 

The Assyrian oame down like the wolf on the f old^ 
And his cohorts were gleaming in pnrple and gold ; 
And the sheen of their spears was like stars on the sea. 
When the hlue wave rolls nightly on deep Galilee. 

lake the leaves of the forest when summer is greeni 
That host with their banners at sonset were seen : 
like the leayes of the forest when aatumn hath blowiif 
That host on the morrow lay wither'd and strown. 

For the Angel of Death spread his wings on the blast. 
And breathed in the faee of the foe as he pass'd ; 
And the eyes of the sleepers wax'd deadly and ehill, 
And their hearts but once heayed, and f oreyer grew still I 

And there lay the steed with his nostril all wide, 
Bat through it there roll'd not the breath of his pride : 
And the foam of his gasping lay white on the turf, 
And cold as the spray of the rock-beating surf. 

And there lay the rider distorted and pale, 

With the dew on his brow, and the rust on his mail ; 
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And the tents were all silent, the banners alone^ 
The lances unlif ted, the trumpet unblown. 

And the widows of Ashnr are loud in their wail. 
And the idols are broke in the temple of Baal ; 
And the might of the Gentile, nnsmote bj the sword. 
Hath melted like snow in the glanoe of the Lord t 

The essential quality of this meter, as it is disclosed 
m this poem of Byron's, is swiftness; it has an irre- 
sistible onward rush, due to the anapestic rhythm it- 
self. This is the reason why Browning used anapests 
in his galloping lines on ^^ How They Brought the Good 
News from Ghent to Aix." 

This same rapidity we find earlier, here and there, 
in Dryden's ^^Alexander's Feast," for example, in 
these two lines : — 

The princes applaud, with a furious joy ; 

And the king seized a flambeau with zeal to destroy. 

Yet the same meter is employed by Cowper in 
^ The Poplar Field," wherein he is striving rather for 
an unhurried effect : — 

The poplars are felled ; farewell to the shade, 
And the whispering sound of the oool colonnade ; 
The winds play no longer and sing in the leaves, 
Nor Ouse on his bosom their image receives. 
TwcItc years have elapsed since I first took a view 
Of my favorite field, and the bank where they grew. 
And now in the grass behold they are laid. 
And the tree is my seat that once lent me a shade. 

Although Cowper chose this meter for a contempla- 
tive poem, it haA been employed most often in humor- 
ous verse, and more especially in satire. Its briskness, 
its facility, its easy brilliancy aid the versifier to make 
his lines glittering and ppinted. There can be no bet* 
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ter example of this than Goldsmith'a delioate and 
delightful " Retaliation " : — 

Here Reynolds is laid, and, to tell yon mj mind, 

He has not left a wiser or better behind. 

His pencil was striking, resistless and grand ; 

His manners were gentle, complying, and bland ; 

Still born to improve us in eyery part. 

His pencil onr faces, his manners our heart. 

To coxcombs ayerse, yet most civilly steering ; 

When they judged without skill, he was still hard of hearing ; 

When they talked of Raphaels, Correggios, and stuff, 

He shifted his trumpet, and only took snuff. 

Possibly it was a recalling of the success with which 
Goldsmith had used this meter for his gallery of por- 
traits that led Lowell to choose it also for the series 
of character-etudies which he included in ^^ A Fable 
for Critics/' in which he is as acute as Goldsmith, al-. 
though a little less tolerant, as well as a little more 
wilfully clever in the invention of novel rimes : — 

There comes Poe, with his raven, like Bamaby Rudge, 
Three fifths of him genius and two fifths sheer f udge. 
Who talks like a book of iambs and pentameters. 
In a way to make people of common sense damn meters. 
Who has written some things quite the best of their kind, 
But the heart somehow seems all squeezed out by the mind. 

Lowell's criticism of Biyant is as candid and as acute 
as his criticism of Poe ; and it is also quite as ingen- 
ious in its riming and in its rhythmic swing : — 

There is Bryant, as quiet, as cool, and as dignified 

As a smooth, silent iceberg, that never is ignified^ 

Save when by reflection 't is kindled o' nights 

With a semblance of flame by the chill Northern Lights. 

He may rank (Griswold says so) first bard of your nation 

(There 's no doubt that he stands in supreme iceolation). 

Your topmost Parnassus he may set bis heel aa^ 



\ 
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Bot no wurm appUiues eome, peal following peal ont — 
He 's too Bmooth and polished to hang any zeal on : 
Unqualified merits, 1 11 grant, if yon ohoosOy he has *em, 
But he lacks the one merit of kindling enthusiasm ; 
If he stir yon at all, it is just, on my soul, 
Like being stirred up with the yery North Pole. 

These extracts from Goldsmith and from Lowell 
serve to exemplify the privUege of oommingling double 
and treble rimes with the single rimes which are 
the staple of the anapestio tetrameter. Indeed, when 
this meter is used for a humorous or satiric purpose 
there is an almost irresistible temptation to devise un- 
expected rimes and to decorate the edges with sound- 
combinations never before attempted. The lyrist has 
also the privilege of substituting iambics for anapests, 
more often in the first foot, but also on occasion in 
the second or third; — although this privilege can be 
availed of only at the peril of slackening the swift 
movement. And the versifier may even inject, now 
and again, a couplet of dimeters, without retarding 
the flow of his lines. This is what Barham did unhes- 
itatingly in his ^* Ingoldsby Legends,'* as will be seen 
in this extract from *^ The Jackdaw of Bheims ** : — 

The Cardinal rose with a dignified look, 

He called for his eandle, his hell, and his book : 

In holy anger, and pious grief, 

He solemnly curs*d that rascally thief t 

He curs'd him at board, he curs'd him in bed. 

From the sole of his foot to the crown of his head I 

He curs'd him in sleeping, that every night 

He should dream of the deyil, and wake in a fright ; 

He curs'd him in eating, he curs'd him in drinking. 

He curs'd him in coughing, in sneezing, in winking ; 

He curs'd him in sitting, in standing, in lying ; 

He curs'd him in walking, in riding, in flying ; 

He eurs^d him in living, he curs'd him dying 1 
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KoTor was heard such a terrible oiine I 

Bnt what gave rise 

To no little surprise, 
Nobody seem'd a penny the worse I 

The anapestio tetrameter is thus seen to have ex- 
traordinary flexibiUiy ; it may rime in couplets or in 
triplets or for four and five lines in succession ; it 
may utilize at will single or double or treble rimes ; 
it may shrink to eight or nine syllables, as in Bar- 
ham's 

In holy anger, and pious grief, 

or it may expand to fourteen syllables, as in Lowell's 

As a smooth, silent ioeberg, that never is ignified. 

It can go on frolicking and rollicking in the utmost 
high spirits, with the rushing tumult of a cataract. 

Certain of the same qualities, especially the swift- 
ness, although a little relaxed, can be found also in the 
iambic tetrameter, particularly when it is used for 
satire as it was by Butler, by Churchill and by Trum- 
bull. But what the iambic tetrameter lacks in speed, 
it makes up in sententiousness, as we note in the fa- 
miliar couplets of ^* McFingal " : — 



and 



But rogue ne'er yet felt halter draw, 
"With good opinion of the law. 

For optics sharp it needs, I ween. 
To see what never ean be seen. 



The same pregnant concision is to be found in Butler :«— 

Great conquerors greater glories gain 
By foes in triumph led thtui slain, 

and 

Ay me I what perils do environ 

^e man that meddles with oold iron I 
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Butler indulges also in the arbitrary and inyentiye 
riming that we find later in Lowell : — 

When pulpit, dmm ecolesiastiek, 
!• belit with fiit instead of a stick. 

(Strictly speaking, this is not a true rime, since the 
second line merely repeats without the proper varia- 
tion the terminal sound of the first line.) 

The iambic tetrameter has served other purposes 
than satire. Chaucer employed it in ^^ The House of 
Fame," Milton in ^ U Penseroso," Bums in ^^ Tarn 
o* Shanter," Byron m '' The Prisoner of Chillon/' 
Wordsworth in '' The White Doe," Scott in ^ Mar- 
mion " and '' The Lady of the Lake," Whittier in 
«« Maud Muller " and '' Barbara Frietchie." Scott, in- 
deed, was frank in declaring his preference for the 
iambic tetrameter over the pentameter for purposes 
of narrative, although perhaps not for descriptive 
poetry. He held that the tetrameter ^^is capable of 
oertain varieties denied to the heroic couplet. Double 
rimes, for instance, are congenial to it. • • . You 
may also render it more or less rapid by retaining or 
dropping an occasional syllable. Lastly, it runs better 
into sentences than any length of line I know, as it 
corresponds, upon an average view of our punctuap 
tion, very commonly with the proper and usual space 
between comma and comma." And then Scott added, 
as a final reason for his liking, that he had ^^ somehow 
a better knack at this" meter than at the longer 
pentameter. In other words, Scott found iambic te- 
trameters easy to write ; and so they are ; and this 
facility is often &tal to them, since they may flow too 
fast and without sufficient thought and emotion be- 
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hind them. As Holmes pointed out, the iambic tetra* 
meter does not conform to onr normal breathing; 
it forces us to hurry and to take short breaths. It 
may be rapid, as indeed it is in the movement of 
Scott's narrative passages ; but it tends in time to be fa- 
tiguing. It lacks the broader scope of the pentameter, 
which is better adjusted to our natural inspiration 
and expiration. Yet Scott was right in thinking that 
it was a satisfactory meter for the bold and lusty 
deeds he desired to set forth in verse ; and he modi- 
fied its rigidity under two influences. One of these 
was the old English ballad which he had absorbed 
so absolutely, and from which he borrowed the privi- 
lege of dropping the strict couplet, now and then, 
and employing a quatrain with its interlaced rimes, 
and with its occasional trimeter lines to relieve the 
monotony of the tetrameter. And the other influ- 
ence was that of Coleridge's ^^ Christabel,'' which he 
had seen or heard before its publication. Coleridge 
had deliberately departed from the strict eight sylla- 
bles of the rigid iambic tetrameter as that had been 
written by his immediate predecessors. He claimed the 
right to vary iambics with anapests and to drop out 
syllables at will, if the sense explained the resulting 
pause; he prof essed to reserve the privilege of varying 
the number of syllables in any line from seven to 
twelve as long as he retained the four long syllables 
which were the backbone of the meter. As a matter 
of fact, he went so far as to put only four syllables 
into one of his lines : — 

*TiB the middle of night by the oaitle dock, 
And the owls ha?e awakened the crowing cockf 
Ta— whiti Tn— whool 
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Here Coleridge is radier anapestic than iambic, 
whereas Soott following him ii more r^nlarly iambic, 
although not without an occasional anapest, which gives 
enhanced rapidity to his lines : — 

** Now, in good sooth/' Lord Marmion oried, 

** Were I in warlike wise to ride, 
A better guard I would not laek 
Than yonr stoat forayers at my baok; 
Bat as in form of peaoe I go, 
A friendly messenger, to know 
Why, throagh all Scotland, near and far. 
Their king is mastering troops for war. 
The sight of plandering Border spears 
Might justify suspicious fears, 
And deadly feud or thirst of spoil 
Break out in some unseemly broiL** 

It is curious that Scott, brought up on the iambic 
pentameter, which stiU retained its vogue in his youth, 
should have abandoned it in his narrative poems, 
when his great predecessors in the art of story-telling 
in verse, Chaucer and Dryden, long familiar with the 
tetrameter, seem to have introduced the pentameter 
as an ampler instrument for the same purpose. 
Chaucer and Dryden are not only greater poets than 
Soott ; they are also far more consummate metrists, 
far more careful and conscientious artists in verse. 
The explanation of Scott's reversion to the meter 
Chaucer had abandoned is probably to be found in 
the fact that he found the pentameter after it had 
received the impress of Pope, whereby it had lost not a 
little of the easy spontaneity with which Chaucer had 
endowed it. In Pope's hands the iambic pentameter 
had stiffened; it had become antithetic and artifi- 
cial. There is more than a little truth in Cowper's 
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assertion that Pope had *^ made poetry a mere mechanic 
art " ; — at least Pope had made the mechanism of 
verse more obvious, and never more obvious than in 
his handling of the heroic couplet. Perhaps the dif- 
ference between this meter as Pope used it and as 
Chaucer had used it can be indicated by declaring that 
in Pope's hands it is strictly the heroic couplet, with 
the thought firmly clamped within two riming lines, 
whereas in Chaucer it is rather to be called iambic 
pentameter flowing ever freely from line to line with 
no rigid limitation of the sense within the successive 
pairs of rimes. 

Although the main purpose of the present book is 
not to give the history of English versification but to 
dwell on its principles and on its practice, the import- 
ance of the rimed iambic pentameter is such that 
a brief chronological survey is here justifiable, — in- 
deed, the rich variety of which this meter is capable 
can best be shown by considering its development. 
The easy amplitude of the iambic pentameter as 
Chaucer handled it will be found also in Spenser's 
treatment. It retained its fluidity and openness in 
Marlowe and Shakspere; but it tightened and 
stiffened in Ben Jonson's hands. Waller refined on 
Jonson and Pope on Waller, until the heroic couplet 
became antithetical, exactly balanced, with the mean- 
ing rigidly compacted into a single line or at most 
within the pair of rimes. At its worst the heroic 
couplet as Pope had sharpened and polished it justi- 
fies Lowell's assertion that ^* Mr. Pope's versification 
was like the regular ticking of one of Willard's clocks, 
in which we could fancy, after long listening, a certain 
kind of rhythm or time, but which yet was only a 
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poverty-stricken tick^ tick^ after alL'' And in **A 
Fable for Critics" Lowell declared that the heroic 
couplet was 

what I call a sham meter, 
But many admire it, the Eoglish pentameter. 

Here Lowell is in disaccord with Holmes, who liked 
to write the iambic pentameter and who loved to 
praise it : — 

The prond heroio, with its pnlse-like beat, 
Rings like the cymbals, clashing as they meet. 

This couplet is from one of his earlier poems ; and 
in one of his later lyrics Holmes with even more 
emphasis again declared the faith that was in him : — 

And so the hand that takes the lyre for you 
Flays the old tnne on strings that once were new. 
Nor let the rimester of the hour derive 
The straight-backed measure with its stately stride, 
It gaye the mighty yoice of Dry den scope; 
It sheathed the steel-bright epigrams of Pope; 
In Groldsmith's verse it learned a sweeter strain; 
Byron and Campbell wore its clanking chain; 
I smile to listen while the critic's scorn 
Floats the proud purple kings have nobly worn. 

Holmes himself relished the heroic couplet as it 
had been edged and pointed by Pope ; and though he 
cited Goldsmith and Campbell, he failed to mention 
the later poets who have used the iambic pentameter 
with the same large liberty that Chaucer enjoyed. 
Leigh Hunt led the way in emancipating this meter, 
and he was followed immediately by Keats and Shelley. 
And later it was employed by Swinburne and Morris, 
with a freedom from mere antithesis, which made this 
measure in their hands a very different instrument 
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from what it had been in the hands of Pope and of 
his less gifted disciples. 

But the full possibilities of the iambic pentameter 
can best be shown by a sequence of selections from 
successive poets. Here is an extract from the pro- 
log to the " Canterbury Tales " : — 

A knyght ther was, and that a worthy man, 
That fro the tyme that he first bigan 
To riden oat, he loved chiyalrie, 
Trouthe and honour, f redom and corteisie. 
Fol worthy was he in his lorde's werre^ 
And therto hadde he riden, no man ferre. 
As wel in oristendom as in hethSnesse, 
And eyeie honoured for his worthynesse. 

These lines have the flowing ease so characteristic 
of Chaucer. The rimes are not sharply emphasized 
and the sense is not shut up in a line or even in a 
couplet. Neither the line nor the couplet is the unit 
of structure. And these same characteristics are visi- 
ble also in this passage, from Spenser's ^^ Shepherd's 
Calendar " : — 

There grewe an aged Tree on the greenoi 
A g^oodly Oake sometime had it bene. 
With armes fall strong and lergely displayed, 
But of their leaves they were disarayde: 
The bodie bigge, and mightely pight. 
Thoroughly rooted, and of wonderons heighty 
Whilome had bene the King of the field. 
And moohell mast to the husband did yielde. 
And with his nnts larded many swine: 
But now the gray mosse marred his rine; 
His bared boughes were beaten with stormes, 
His toppe was bald, and wasted with wormes. 

This may lack the spontaneity of Chaucer's verse ; 
but a little awkward as it may be, it runs on with its 
initial impetus, never arrested arbitrarily at the end 
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of a line or a couplet. The moyement of the namtiTe 
is possibly a little slower than in these lines from 
Marlowe^s *^ Hero and Leander " : — 

On Hellefpont, ^oiltj of true love's blood, 

In riew and opposite two cities stood. 

Sea-borderers, disjoined by Neptune's might; 

The one Abydos, the other Sestos hight. 

At Sestos Hero dwelt; Hero the fair, 

Whom yoong Apollo courted for her hair, 

And offer'd as a dower his burning throne. 

Where she should sit, for men to gaze upon. 

The outside of her garments were of lawn. 

The lining purple silk, with gilt stars drawn; 

Her wide sleeres green, and bordered with a grore^ 

Where Venus in her naked glory strove 

To please the careless and disdidnful eyes 

Of proud Adonis, that before her lies. 

The example from Shakspere may be taken from 
an early play, written when he was most under the 
influence of Marlowe. Here is part of a speech from 
••Love's Labor's Lost": — 

Under the cool shade of a sycamore 
I thought to close mine eyes some half an hour ; 
When, lo ! to interrupt my purpos'd rest. 
Toward that shade I might behold addressed 
The King and his companions. Warily 
I stole into a neighbor thicket by. 
And oyerheard what you shall overhear. 
That, by and by, disg^'d they will be here. 
Their herald is a pretty knaTish page. 
That well by heart hath oonn'd bis embassage. 
Action and accent did they teach him there ; 
^Thus must thou speak," and '^thus thy body bear'' ; 
And eyelr and anon they made a doubt 
P^sence majestical would put him out. 

Li all these specimens of iambic pentameter from 
Chaucer to Shakspere we find the sense gliding on from 
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line to line, with no undue emphasis on the rimes and 
with no effort to arrest the movement within the limit of 
the couplet. In Ben Jonson, we begin to find the mo- 
tion less easy; we catch a da¥ming desire for antithesis; 
we discover already a certain snap at the end of the 
line ; we perceive an increasing tendency toward sen- 
tentiousness; and our attention is more often called to 
the couplet itself. These characteristics are already 
visible in Jonson^s epigram ^^To my mere English 
Censure " : — 

To thee, my way in epigrami seemi new. 
When both it is the old way., and the tme. 
Thou sayst that cannot be ; for thou hast seen 
Davis and Weeyer, and the best have been. 
And mine come nothing like. I hope so ; yet, 
As theirs did with thee, mine might credit get. 
If thon 'dst bnt nse thy faith, as thou didst then, 
When thou wert wont t' admire, not censure men. 
Prithee believe still, and judge not so fast : 
Thy faith is all the knowledge that thou hast. 

The characteristics which we can only glimpse in 
Jonson are overtly revealed in Waller. Dryden de- 
clared that ^* the excellence and dignity of rime were 
never fully known until Mr. Waller taught it ; he first 
made writing easily an art, first showed us to conclude 
the sense, most commonly in distichs, which in the verse 
of those before him runs on for so many lines together, 
that the reader is out of breath to overtake it." It was 
Waller who pointed the path to Dryden himself and 
after Dryden to Pope. In his hands the couplet became 
the obvious unit of structure ; in fact, in his verse, the 
poem had the unity only of a chain of which the coup- 
lets are the several links. Here is Waller's accoimt of 
M His Majesty's Escape " : — 
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While to hb liarp diyiiM ArioQ siiigt 

The loyee and oonqnests of our Albion kings ; 

Of the fourth Edmrd was his noble song, 

Fierce, goodly, yaliant, beautiful and young ; 

He rent the orown from Tanquished Henry's bead, 

Raised the White Rose, and trampled on the Red, 

Till loye, triumphing o'er the victor's pride, 

Brought Mars and Warwick to the conquered side, — 

Neglected Warwick, whose bold hand like fate. 

Gives and resumes the sceptre of our state, 

Woos for his master, and with double shame, 

Himself deluded, mocks the princely dame, 

The Lady Bona, whom just anger bums, 

And foreign war with civil rage returns ; 

Ah ! spare your swords, where beauty is to blame. 

Love gave the affront, and must repair the same. 

When France shall boast of her, whose eonqnering eyas 

Have made the best of English hearts their priie. 

Have power to alter the decrees of fate. 

And change again the counsels of our state. 

Dryden followed Waller and easily bettered bia 
model because be was truly a poet, wbicb Waller 
obanoed to be only in a lyric or two, almost by aoci- 
dent. Dryden refused to let his meaning run on line 
after line* He isolated tbe couplet, and tbus empha- 
sized the importance of tbe rime. He yielded to a 
rbetorical temptation and used antithesis to balance 
bis lines. His verse became compacter and more sen- 
tentious, because be relied more often on bis wit tban 
on bis imagination. In bis bands tbe iambic pentame- 
ter ougbt ratber to be described as tbe heroic couplet; 
and no one has used this implement with more certain 
mastery than Dryden. Here is a fragment from one of 
bis satires, the famous portrait of the infamous Duke 
of Buckingham : — 

Some of their chiefs were princes of the land : 
In the first rank of these did Zimri stand ; 
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A man so yarions, that be seemed to be 
Not one, but all mankind's epitome : 
Stiff in opinions, always in the wrong ; 
Was eyerything by starts, and nothing long ; 
But, in the coarse of one reyolying moon. 
Was chemist, fiddler, statesman, and buffoon : 
Then all for women, painting, rhyming, drinking, 
Besides ten thousand freaks that died in thinking. 
Blest madman, who could eyery hour employ. 
With something new to wish, or to enjoy 1 
Bailing and praising were his usual themes ; 
And both, to show his judgment, in extremes : 
So oyer-yiolent, or oyer-ciyil, 
That eyery man, with him, was God or Deyil. 
In squandering wealth was his peculiar art : 
Nothing went unrewarded but desert. 
Beggared by fools, whom still he found too late, 
He had his jest, and they had his estate. 
He laughed himself from court ; then sought relief 
By forming parties, but could ne'er be chief ; 
For, spite of him, the weight of business fell 
On Absalom and wise Achitophel : 
Thus, wicked but in will, of means bereft. 
He left not faction, but of that was left. 

The heroic couplet, which seems to be best fitted for 
satire, Diyden emjdoyed also in narrative, with the 
same certainty of stroke* Here is his spirited descrip* 
tion of a tourney in ** Palamon and Arcite " : — 

At this the challenger, with fierce defy, 

His trumpet sounds; the ehalleng'd makes reply : 

With clangor rings the field, resounds the yanlted slgr. 

Their yizors dos'd, their lanees in the rest. 

Or at the helmet pointed, or the crest. 

They yanish from the barrier, speed Uie race, 

And spurring see decrease the middle space. 

A cloud of smoke enyelops either host. 

And all at once the combatants are lost : 

Darkling they join adyerse, and shock unseen. 

Coursers with coursers justling, men with men; 
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As laboring in eolipte, a while thej stay, 
Till the next blast of wind restores the day. 
The J look anew; the beauteous form of fight 
Is chang'd, and war appears a grisly sight. 
Two troops in fair array one moment show'd. 
The next, a field with fallen bodies strow'd: 
Not half the number in their seats are found; 
But men and steeds lie groyling on the ground. 
The points of spears are stuck within the shield, 
The steeds without their riders scour the field. 
The knights, nnhors'd, on foot renew the fight; 
The glitt'ring fauchions cast a gleaming light: 
Hauberks and helms are hew'd with many a wound ; 
Out spins the streaming blood, and dyei the ground. 

Pope followed Dryden as Dryden had followed 
Waller, continuing and developing the tendencies which 
are visible in the verse of these immediate predeces- 
sors* He lacked the bold imagination of Dryden, but 
he was a more meticulous artist. There was often a 
large affluence about Dryden, whereas Pope was 
rather a miser than a spendthrift. He was always a 
deliberate and conscientious craftsman in verse, with a 
code of his own to which he conformed at whatever cost 
of toil. He relied on antithesis for much of his rhetor* 
ical effect ; indeed, the suggestion might be ventured 
that he is rather a rhetorician in rime than a true 
poet. He preached what he practised ; and the formula 
of the heroic couplet as he had perfected it was free 
to all who came after. His method was so easily ac- 
quired that almost anybody could set up for a poet, 
who accepted Pope's rules and trod in Pope's own 
footsteps ; and thus in time the iambic pentameter it- 
self was emptied of its vitality by dint of uninspired 
imitation, until Lowell was justified in his assertion 
that ** the measure is so facile that one soon loses one's 
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sense of the difference between what sounds like some- 
thing and what really is something." 

In his versified ** Essay on Criticism," Pope laid 
down the law by which he wished to be judged. Here is 
one of the cleverest and most characteristic passages 
in which he adroitly exemplifies the doctrine he is de- 
claring: — 

Bat most by Numbers judge a poet's song, 

And smooth or rough with them is right or wrong. 

In the bright Muse tho' thousand charms oonspirey 

Her voiee is all these tuneful fools admire; 

Who haunt Parnassus bnt to please their ear, 

Not mend their minds; as some to church repair^ 

Not for the doctrine, but the music there. 

These equal syllables alone require, 

Tho' oft the ear the open yowels tire. 

While expletiyes their feeble aid do join. 

And ten low words oft creep in one dull line: 

While they ring round the same unyaried chimeSi 

With sure returns of still expected rimes; 

Where'er you find *' the cooling western breeze,'* 

In the next line, it " whispers thro' the trees " ; 

If crystal streams " with pleasing murmurs creep," 

The reader 's threaten'd (not in yain) with ** sleep " ; 

Then, at the last and only couplet, fraught 

With some unmeaning thing they call a thought, 

A needless Alexandrine ends the song. 

That, like a wounded snake, drags its slow length along* 

Leaye such to tune their own dull rimes, and know 

What 's roundly smooth, or languishingly slow; 

And praise the easy yigor of a line, 

Where Denham's strength and Waller's sweetness join. 

True ease in writing comes from art, not chance. 

As those moye easiest who haye learn'd to dance. 

'T is not enough no harshness giyes offence. 

The sound must seem an echo to the sense. 

Soft is the strain when zephyr gently blows, 

And the smooth stream in smoother numbers flows; 

But when loud surges lash the sounding shore. 

The hoar«e rough yerse should like the torrent roar ; 
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Whan Ajaz striTei some rook's yatt weight to thiowt 

The line, too, labors, and the words moye slow. 

Not so, when swift Camilla soonrs the plain. 

Flies o'er the unbending com, and skims along the main. 

Hear how Timotheiis' yaried lays surprise. 

And bid alternate passions fall and rise 1 

And in one of Ids <* ImitationB of Horace/' Pope de- 
scribed the refining of English poetry as he under- 
stood it : — 

We oonqaer'd France, but felt our eaptive's charms. 

Her arts yietorious triumph'd o'er our arms ; 

Britain to soft refinements less a foe. 

Wit grew polite, and numbers leam'd to flow. 

Waller was smooth ; but Dryden taught to join 

The yarying yerse; the full resounding line, 

The long majestic march, and energy diyine : 

Tho' still some traces of our rustic yein 

And splay-foot yerse remain'd, and will remain* 

Late, yery late, oorrectness grew our care. 

When the tir'd nation breath'd from ciyil war. 

Exact Racine, and Comeille's noble fire 

Show'd us that France had something to admire. 

Not but the tragic spirit was our own. 

And full in Shakspere, fair in Otway, shone ; 

But Otway fail'd to polish or refine, 

And fluent Shakspere scarce effac'd a line. 

£y'n copious Dryden wanted, or forgot. 

The last and greatest art, the art to blot 

Admirably adapted as Pope's methods may be for 
■flitire and for epigram, they are wholly unfitted to 
render the largeness of Homer, the simplicity and the 
nobility of his bold manner. Matthew Arnold in his 
lectures *^ On Translating Homer " quoted a passage 
from Pope's version : — 

Could all our care elude the gloomy graye 
Which claims no less the fearful than the braye^ 
For lust of fame I should not yainly dare 
In fighting fields, nor urge thy soul to war : 
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Bat niuM, alas ! ignoble age miut ooma, 
Disease, and death's inexorable doom ; 
The life which others pay, let us bestow, 
And give to fame, what we to nature owe. 

And on this Arnold made the pertinent comment 
that *^ nothing oonld better exhibit Pope's prodigious 
talent ; and nothing, too, could be better in its own 
way. But, as Bentley said, ^You must not call it 
Homer.' One feels that Homer's thought has passed 
through a literacy and rhetorical crucible, and come 
out highly intellectualized ; come out in a form which 
strongly impresses us, indeed, but which no longer 
impresses us in the same way as when it was uttered 
by Homer. The antithesis of the last two lines — 

The life which others paj, let ns bestow, 
And giye to fame, what we to nature owe *- 

is excellent, and is just suited to Pope's heroic couplet ; 
but neither the antithesis itself, nor the couplet which 
conveys it, is suited to the feeling or to the move- 
ment of the Homeric Zo/acv." 

Arnold objected to Pope's parade of antithesis to 
break up the natural movement of Homer's narration. 
Antithesis, symmetry, balance. Pope employed to give 
immediate point to Ids lines. This trick of style is the 
most obvious of Pope's mannerisms. Leigh Hunt 
quoted a passage from ^* The Rape of the Lock," divid- 
ing every line in two by a dash to call attention to the 
wilful and persistent setting off of one half of a line 
against die other : — 

On her white breast — a sparkling cross she wore^ 
Which Jews might kiss — and infidels adore. 
Her liyely looks — a sprightly mind disclose, 
Quick as her eyes, — and as onfix'd as those : 
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FaTon to none, — - to all she smiles extends ; 
Oft she rejects, — bat neyer once offends. 
Bright as the son, — her eyes the gazers strike, 
Andy like the son, — they shine on all alike. 
Tet, gmoetul ease, — aiul sweetness yoid of pride. 
Might hide her faults, — if Belles had faults to hide : 
If to her share — some female errors fall, 
Look on her face, — and yon 11 forget 'em alL 

*^ The reader will obaerve/' Leigh Hunt remarked, 
^that it is literally see-^aw, like the rising and the 
falling of a plank, with a light person at one end who 
is jerked up in the briefer time, and a heavier one 
who is set down more leisurely at the other/' Here 
Hunt has caught Pope in fli^prant violation of his 
own theory, as the author of ^* The Rape of the Look '' 
onoe wrote a letter in which he asserted that ^ every 
nice ear must, I believe, have observed that in any 
smooth English verse of ten syllables, there is natu- 
rally a pause either at the fourth, fifth, or sixth syl- 
lable,'' and he added that **to preserve an exact 
harmony and variety none of these pauses should be 
continued above three lines together, without the in- 
terposition of another, else it will be apt to weaiy the 
ear with one continual tone." But even if this break 
in the line is not continuously after the fourth syllable, 
as it is in the passage Leigh Hunt cited, even if it is 
sometimes after the fifth and sometimes after the sixth, 
even this limitation becomes monotonous in time and 
tends to reduce the rhythm to a mechanical tick-tack* 

Scott pointed out another occasional weakness in 
the heroic couplet as Pope wrote it, — the use of need- 
less adjectives merely to fill out the five feet. Scott 
was defending his own preference for the tetrameter, 
and he quoted the opening lines of Pope's *' Iliad," 
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italicizing the adjectives which seemed to him need- 
less: — 

Aohilles' wrath, to Greece the direftd spring 
Of woes annaaiber'd, heavenly goddess, sing I 
That wrath which hurl'd to Pluto's gloomy reign 
The souls of mighty chiefs untimely slain : 
Whose limbs, unboried on the naked shore, 
Deyouring dogs and hungry vultures tore. 

Scott said that ^^ since it is true that by throwing 
out the epithets underscored, we preserve the sense 
without diminishing the force of the verses, and since 
it is also true that scarcely one of the epithets are 
more than merely expletive, I do really think that 
the structure of verse which requires least of this 
sort of bolstering, is most likely to be forcible and 
animated." 

While Gk>ldsmith inherited the heroic couplet from 
Pope and from the clouds of imitators who encom- 
passed Pope about, he had more feeling than his witty 
predecessor ; he was less obviously clever; he was gen- 
tler and more human ; and as a residt he modified the 
meter to suit his own needs. There is less striking 
antithesis ; and the lines break with less monotony* 
There are fewer expletive adjectives thrust in to fill 
out the line. The couplet is still the unit of struc- 
ture ; and yet the narrative has a less jerky movement. 
Here is a passage from ^^The Deserted Village '^ — 

Near yonder copse, where once the garden smiled, 
And still where many a garden flower grows wild. 
There, where a few torn shrubs the place disclose, 
The village preacher's modest mansion rose. 
A man he was to all the country dear. 
And passing rich with forty pounds a year ; 
Remote from towns he ran his godly race. 
Nor e'er had changed, nor wished to change his place ; 
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Uopniietiaed ha to fawiiy or seek for power, 
Bj doetrinei fitfliioiied to the yrpng hour ; 
Far other mims hit heart had learned to priie. 
More ikOled to raiie the wretched than to 
Hia hooae waa known to all the yagrant train. 
He ehid their wanderings, bat relieyed their pain ; 
The long-remembered beggar was his goest, 
Whose beard descending swept his aged brcAst ; 
The rained spendthrift, now no longer proad. 
Claimed kindred there, and had his claims allowed ; 
The broken soldier, kindly bade to stay, 
Sate by his fire, and talked the night away ; 
Wept o'er his woonds, or, tales of sorrow done. 
Shouldered his cratch, and showed how fields were 



The heroic couplet was employed by Johnson and 
by Byixm in their satires ; and they were content to 
leave it as they found it. Even Cowper, although ha 
was no slavish follower of Pope, did not impress his 
individuality on the iambic pentameter. After Grold- 
smith the next poet to handle it with any freedom 
¥ras Leigh Hunt, who blazed the trail for Keats and 
Shelley. In his *^ Story of Rimini " there is an abandon- 
ment of Pope's couplet-structure with its epigram- 
matic flavor and wiih its monotony of strict iambics. 
The rhythm is more fluid and the narrative runs over 
from line to line. The thought is no longer diked 
between two rimes. There is again a sense of freedom 
and of spontaneity, due partly to the avoidance of the 
self-conscious ingenuity of Pope : — 

Bat 'twixt the wood and flowery walks, half-way. 
And formed of both, the loveliest portion lay, — 
A spot, that struck you like enchanted groond ;— 
It was a shallow dell, set in a moand 
Of sloping orchards, — fig, and almond trees. 
Cherry and pine, with some few cypresses ; 
Down by whose roots, descending darkly still 
(Yoa saw it not, bat heard), there gushed a nUf 
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Whose low sweet talking seemed m if it 
Something eternal to that happj shade. 

This harks back to Chauoer and points forward to 
Keats, in whose hands the iambic pentameter was to 
reveal itself again as a fit and flexible instrument for 
a true poet. Keats claimed the liberty of occasional 
double rimes, which helped him to avoid the tempta- 
tion to end a majority of lines with bold monosylla- 
bles. He shifted tiie place of his pauses in the middle 
of his lines with exquisite skill, varying the movement 
to mate with his sentiment. Perhaps the passage that 
best exemplifies this new ease of the iambic penta- 
meter is the well-known description of beauty, in 
** Endymion " : — 

A thing of beanty is a joy forever : 

Its loveliness increases ; it will never 

Pass into nothingness ; bat still will keep 

A bower quiet for us, and a sleep 

Fall of sweet dreams, and health, and quiet breathing. 

Therefore, on every morrow, are we wreathing 

A flowery band to bind us to the earth, 

Spite of despondence, of the inhuman dearth 

Of noble natures, of the gloomy days. 

Of all the onhealthy and o'er-darken'd ways 

Made for our searching : yes, in spite of all, 

Some shape of beauty moves away the pall 

From our dark spirits. Such the sun, the moon, 

Trees old and young, sprouting a shady boon 

For simple sheep ; and such are daffo^ls 

With the green world they live in ; and clear rills 

That for themselves a cooling covert make 

'Gainst the hot season ; the mid-forest brake, 

Bioh with a sprinkling of fair musk-rose blooms ; 

And such too is the grandeur of the dooms 

We have imagined for the mighty dead ; 

All lovely tales that we have hea^ or read : 

An endless fountain of immortal drink, 

Pouring unto us from the heaven's brink. 
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Shelley used this' meter with similar ease ; and the 
rigidity of the heroic couplet disappeared. The way 
was now made straight for the poets who were to come 
after. Browning found the iambic pentameter avail- 
able for the narrative of ^^Sordello"; Swinburne 
employed it with large luxuriance in <^ Tristram of 
Lyonesse '' ; and Morris took it to tell the ^ Life and 
Death of Jason." 



CHAPTER XI 

BLAKK YEBSB 

That vhioh U the gloty of blank TeiMi aa a vahiele of poetrji It 
alio its danger and its difficulty. Its freedom from the f etten of 
fimei the infinite Tariability of the metrical etmctnze of its lines, tho 
absence of couplets and stanzas, — all assimilate it to prose. It is the 
•asiest of all conceivable meters to write ; it is the hardest to write 
well. Its metrical requirements are next to nothing ; its poetical re- 
quirements are infinite. It was Byron, I belieye, who remarked, that 
it differed from other meters in this, that whereas they required a eer* 
tain proportion of lines, some more, some less, to be good, in blank 
Terse, every line must be good. — Shadwobth H. Hodosov : JEnffluk 
Venei 

Blank yerse, the tmrimed iambic pentameter, is the 
most characteristic and the most individual meter of 
English poetry. It has shown itself to be the best in- 
strument for the expression of the essential energy of 
the English-speaking peoples in their loftiest flights 
of imagination. It is a nobler vehicle for the epic and 
for the tragic than the Alexandrine of the French 
encumbered as that is with its pairs of rimes, al- 
ternately masculine and feminine. It has proved it- 
self a worthy rival of the supple and sonorous hex- 
ameter of the Grreeks. It has a definite firmness of 
structure and, at the same time, an infinite variety 
within this framework. It can be swift, simple, and 
direct ; or it may be elaborate and luxuriant. It lends 
itself to all moods, and it is adequate for every kind 
of poetry. It can tell a stoiy ; it can voice a purely 
lyric sentiment ; it can convey at will the interpreta- 
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tire deflcription of external nature or the sobCleat 
rerelatioo of human psychology. It can Berve alike 
for the witty banter of lig^ comedy and for the aool- 
stirring depths of inexorable tragedy. It demands 
that the poet who essays it shall always pat forth his 
topmost power and that he shall always do the best that 
is in him. With no support from any stanai and with 
no assistance or suggestion from rime, it may seem 
easy ; but it is an instrument to be handled worthily 
only by a master. It has a large freedom wherein a 
man adventures himself only at his periL ^ In heap* 
ing good blank Terse," so Symonds declared, ^ we do 
not long for rime, our ears are satisfied without it ; 
nor does our sense of order and proportiim require 
the obvious and artificial recurrence of stansas, when 
the sense creates for itself a melodious structure 
and is not forced into the mold of any arbitraxj 
form.'' 

In the history of English poetry, Uank verse devel- 
oped later than the heroic couplet, which it was to suo- 
ceed as the supreme implement of the English poets, 
only in its turn to be superseded for a while under the 
influence of Dryden and Pope. Blank verse came into 
its own slowly, influenced at first by the tradition of 
the heroic couplet. In its turn, it influenced the heroic 
couplet.; and if rimed pentameter was able in the 
nineteenth century to recapture the larger liberty it 
had earUer enjoyed, this was due mainly to the inspir. 
ing example of blank verse. The rimed pentameter 
and the unrimed pentameter have existed side by 
side for now three Sitories and more, rivals for «i 
favor of the poets, each in turn borrowing from the 
other. The heroic couplet has been dealt with first, 
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as the elder ; and blank verse in turn demands the same 
chronological consideration, since it is only by following 
it through its development that we are able to possess 
ourselves of its essential principles and to discover its 
immense variety as its many possibilities were perceived 
by the poets of our language, generation after genera- 
tion. 

Apparently Surrey, in his translation of part of the 
<*^neid," was the first to write the unrimed iambic 
pentameter which came later to be known as blank 
verse. And by a happy chance the meter was taken 
over by Sackville and Norton for their tragedy " Gor- 
boduc." The motive of their choice was probably three- 
fold : first, they wanted a more dignified meter than 
the rimed iambic heptameter (ballad-meter), which had 
been generally employed in the unpretending folk- 
drama; second, they wished to avoid rime altogether, 
since that had been unknown to the Latin and Greek 
dramatists whom they supposed themselves to be imi- 
tating and emulating ; and thirdly, they were seeking 
a meter which would allow them more easily to attain 
the concise sententiousness which they admired in the 
tragedies of Seneca, written rather for recitation than 
for actual performance. Probably this last motive was 
the strongest of the three ; and its influence is most 
obvious in their blank verse, which tends to the stiff- 
ness of rhetoric and to the comipacting of the thought 
within a single sweUing Ime or at most within a pair 
of lines. 

The blank verse of ** Gorboduc '* has prim regularity ; 
it consists of a sequence of iambics in close accord with 
the exact pattern ; it rarely ventures on any substitu- 
tion of a trochee for an iambus, even in the first foot; 
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it seldom permits itself an unaccented extra syllable at 
the end of the line ; it hesitates to allow the thought 
to ran over from one line halfway into the next As a 
result of these self-imposed limitations the blank Terse 
of ^^ Gorboduc " lacks melody and variety ; it is charac- 
terized by a chill monotony ; it seems eminently unin- 
spired. But it was incisive at times, and emphatic ; it 
lent itself to declamatory rhetoric ; it was not unsuited 
to the purpose in hand ; and it gave the English drama 
a meter which later poets, more adroit aud more gifted^ 
were able to bend to their bidding. Here, for example, 
is part of aspeech in the fifth act of ** Gorboduc":-— 

Lo, here the end of Bratas* royal line, 

And lo, the entry to the wof ul wreck 

And utter ruin of this nohle realm 1 

The royal king and eke his sons are slain; 

No ruler rests within the regal seat; 

The heir, to whom the scepter longs, unknown ; 

That to each force of foreign prince's power 

Whom vantage of our wretched state may moT6| 

By sudden arms to gain as rich a realm. 

And to the proud and greedy mind at home 

Whom blended lust to reign leads to aspire, 

Lo, Britain realm is left an open prey, 

A present spoil for conquest to ensue. 

In this the single line is plainly the unit of construo- 
tion ; and the passage as a whole is built up by succes- 
sive lines most of which are end-stopt, — that is, com- 
plete in themselves. The phrase does not run on or run 
over, line after line. The unity is only that of a serief 
of drawers, each with its own content. There is nothing 
organic in a passage of this sort ; it is fragmentary 
and lacking in any large movement. Yet it served as 
a texture for the more richly endowed Marlowe to em* 
broider at wilL 
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In Marlowe's blank verse there is more ease and 
flexibility. The pause in the middle of the line is 
shifted) now here and now there, thus avoiding 
monotony. Trochees are substituted for iambs, more 
often in the first foot, but sometimes elsewhere in the 
line. Feminine endings appear occasionally, relieving 
the end of the lines from rigidity. The thought is no 
longer clamped into the single line ; or at least the 
phrase is no longer absolutely coincident with the 
line. There is an obvious unity in the larger passages, 
and a sweeping movement that rolls forward, wave 
after wave. Here is the &mous speech of Faustus 
when Mephistopheles has granted his wish to behold 
Helen of Troy : — 

Was this the face that lannoh'd a thonsand thipsi^ 
And burnt the topless towers of Ilium ? — 
Sweet Helen, make me immortal with a kiss, — 
Her lips suck forth my soul: see, where it fleet 1^ 
Come, Helen, come, give me my soul again. 
Here will I dwell, for heaven is in these lipi|-^ ' 
And all is dross that is not Helena. 
I will he Paris, and for love of thee. 
Instead of Troy, shall Wittenberg be sack'd; 
And I will combat with weak Menelaus, 
And wear thy colours on my plumM crest; 
Yes, I will wound Achilles in the heel, 
And then return to Helen for a kiss. 
O, thou art fairer than the evening air 
Clad in the beauty of a thousand stars; 
Brighter art thou than flaming Jupiter 
When he appeared to hapless Semele; 
More lovely than the monarch of the sky 
In wanton Arethusa's azur'd arms; 
And none but thou shalt be my paramour I 

And here is the opening of the soliloquy of Faustus 
when he faces his doom : — 
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Ah. Fanatnt. 

Now thou hut \mt one hue hoor to Iitq, 

And tkMn tboo maft be dftmn'd perpetoallj t 

Stand atill, joa •▼er-isafiiii^ tpbefM of beavwiy 

That time maj e oa ie, and midnight nerw eome; 

Fair Natoce'* eye, riee, riee again and make 

Perpetoal daj ; or let tbii hoor be but 

A year, a month, a week, a natural daj, 

That Fauetue may repent and aave his eoal f 

O UfUe, l&nU eurrke, noetis equi! 

The atari move atiU, time runs, the oloek will atrikB, 

The devil will oome, and Fautne must be damn'd. 

It waa due to the example of Marlowe that Uank 
verse was aooepted as the standard instrament forthe 
Bngiish poetic drama ; and the value of this aooept- 
ance can scarcely be overstated. 6 jmonds was not 
exaggerating when he asserted that ^ Marlowe did not 
merely drive the rimed couplet from the stage by 
substituting the blank verse of his contemporaries ; he 
created a new meter by the melody, variety and force 
which he infused into the iambic, and left modeU of 
versification, the pomp of which Shakspere and 
Milton alone can be said to have surpassed. • • • He 
found the ten-syllabled heroic line monotonous, mono- 
syllalHC and divided into five feet of tolerably regular 
short and long. He left it various in form and 
structure, sometimes redundant by a syllable, some- 
times deficient, enriched with unexpected emphasis 
and changes in the beat. He found no sequence or 
attempt at periods ; one line succeeded another with 
insipid regularity, and all were made after die same 
model. He grouped bis verse according to the sense, 
obeying an internal law of melody, and allowing die 
thought contained in bis words to dominate their 
form. He did not force his meter to preserve a fixed 
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and unalterable type, but Buffered it to assume most 
variable modulations, the whole beauty of which de- 
pended upon their perfect adaptation to the current 
of his ideas. By these means he was able to produce 
the double effect of variety and unity, to preserve the 
fixed march of his chosen meter, and yet, by subtle 
alterations in the pauses, speed and grouping of the 
syllables to make one measure represent a thousand.'^ 
Marlowe gave blank verse ease and force, especially 
force. His lesser contemporaries Greene and Peele 
bestowed on it a gentleness and a sweetness which 
Marlowe had not sought. Here is a specimen of 
Ghreene's easy-running lines, a speech of Margaret in 
^ Friar Bacon and Friar Bungay " : — 

Ah, father, when the harmony of heayen 
Soundeth the measures of a lively faith, 
The vain illusions of this flattering world 
Seem odious to the thoughts of Margaret. 
I lovM once, — Lord Laoy was my love; 
And now I hate myself for that I loy'd, 
And doted more on him than on my God, — 
For this I scourge myself with sharp repents. 
But now the touch of such aspiring sins 
Tells me all love is lust hut love of heaven; 
That beauty us'd for love is vanity; 
The world contains naught but alluring baiti^ 
Fride, flattery, and inconstant thoughts. 
To shun the pricks of death, I leave the world 
And vow to meditate on heavenly bliss. 
To live in Framlingham a holy nun, 
Holy and pure in conscience and in deed; 
And for to wish all maids to learn of me 
To seek heaven's joy before earth's vanity. 

Shakspere learned much from Marlowe, and even 
from Peele and Greene; but he bettered his lesson. 
He made himself master of blank verse in all its pos* 
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nbilities. He used it for tragedy and for comedy, for 
description, for sentiment, and for pathos. But he 
did not tie himself down to it. Nothing is more 
characteristic of Shakspere's dramatic instinct than 
his use or avoidance of blank verse. He held himaAlf 
at liberty to employ whatever metrical device best 
suited his immediate purpose. He unhesitatingly com- 
mingled prose and blank verse and rime. In his 
earlier plays, both comic and tragic, there is a large 
proportion of riming couplets; and on occasion, he 
even made use of quatrains and other stanzaic forms 
which he felt to be appropriate to the more or less 
artificial sentiment he was voicing. In his later plays, 
when he had ceased to be artificial, he abandoned 
rime, but even then he frequently dropped into prose 
when he felt intuitively that prose was a better 
implement. 

It was only by degrees that Shakspere arrived at 
his full mastery of blank verse. At first, we find him 
restrained by the tradition of the less gifted poets in 
whose footsteps he was then treading. Many of his 
lines are end-stopt ; — that is to say, the thought is 
completely expressed within the line. The longer 
speeches may often be described as built up of a se- 
quence of single lines each complete in itself. There 
are few dropt syllables, such as we find in the later 
plays, where the place of a missing word may be filled 
out by a pause in the dialog. There are few feminine 
endings ; indeed, Shakspere was a little slow in perceiv- 
ing the value of an added unaccented eleventh syllable 
at the end of a line to give fluidity to a speech. But even 
early in his development as a dramatist and as a poet, 
we cannot fail to find a nice adjustment of the meter 
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to the character and to the situation. ** Borneo and 
Juliet*' is a comparatively early play; and Professor 
Saintsbury has called attention to its ** curious alter- 
nation, or rather intermixture, of the cumulative and 
the periodic styles of blank verse/' The stately speech 
of the Prince after the opening brawl, the longer ut- 
terances of Friar Laurence, are periodic. ^*But 
Juliet's heart beats throughout to another tune than 
their sententious dank ; her lover, though less uni- 
formly, is master of the better rhythm also ; and 
Mercutio shows that fancy can act as the solvent no 
less than passion." 

The same critic has also called attention to the great 
patriotic speech of Gaunt in *^ Richard II " : — 

This royal throne of kings, this soepter'd isle^ 
This eiurth of majesty, this seat of Mars, 

and he has pointed out how it is that ** although almost 
every line is self-enclosed, the paragraph-efPect is 
given in a way Marlowe hardly ever attains, by the 
variation of the pause, the weighting of different parts 
of the line by the quicksilver power of specially sono- 
rous or important words, and sometimes by a cunning 
parenthetic device, which makes the voice hurry over 
parts of a line, or whole lines, so as to connect rhyth- 
mically as in sense, what comes after with what comes 
before." The great agency in giving variety to Shak- 
spere's blank verse is the shifting of the pause, which 
his predecessors (Marlowe chiefly excepted) tended to 
retain more or less in the middle of the line. Another 
agency, almost equally effective in the avoidance of 
rigidity, is the separation of the phrase from the exact 
line or sequence of lines ; the thought is no longer 
contained in a series of drawers ; it may begin in tht 
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middle of one line, flow on ihrougli two or three or 
more, and end at last in the middle of yet another, with- 
out departing in the least from the normal decasyllabic 
division. 

Perhaps no better example can be quoted to exhibit 
the infinite moduktion of which dramatic bknk verse 
is capable in Shakspere's hands, after he made him- 
self absolute master of his instrument, than a speech 
of Prosperous in the ^^ Tempest *' (which we know to 
be one of his very latest plays) : — 

Our reyels now are ended. These our acton, 
At I foretold you, were all spirits, and 
Are melted into air, into thin air ; 
And, like the baseless fabric of this Tision, 
The cload-capp*d towers, the gorgeous palaces. 
The solemn temples, the great globe itself, 
Yea, all which it inherit, shall dissolye 
And, like this insubstantial pageant faded, 
Leaye not a rack behind. We are such stuff 
As dreams are made on, and our little life 
Is rounded with a sleep. 

This exquisite passage justifies Symonds's assertion 
tiiat the characteristic of Shakspere's blank verse is 
^ that it is naturally, unobtrusively, and enduringly 
musicaL We hardly know why his words are melodi- 
ous, or what makes them always fresh. There is a 
subtle adjustment of sound to sense, of lofty thoughts 
to appropriate words ; the ideas evolve themselves with 
inexhaustible spontaneity, and a suitable investiture 
of lang^ge is never wanting, so that each cadenced 
period seems made to hold a thought of its own, and 
thought is linked to thought and cadence to cadence in 
unending continuity. Inferior artists have systems of 
melody, pauses which they repeat, favorite termina- 
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tions, and accelerations or retardations of rhythm, 
which they employ whenever the occasion prompts 
them. But there is none of this in Shakspere. He 
never falls into the commonplace of mannerism.*' 

And this is what could not be said of any of Shak« 
spore's immediate followers. There is abundant power 
in the blank verse of Webster and even of Ford ; but 
there is rarely the variety and the ease which charw 
acterize Shakspere's lines. As for Fletcher and Mas- 
singer, it can scarcely be denied that they come near 
to falling into ^^ the commonplace of mannerism." In- 
deed, Fletcher employed a feminine ending so fre- 
quently that his style often approached to the very 
verge of effeminaqr. But he is undeniably a poet ; and 
his lines have constant melody and sweetness. Mas- 
singer, on the other hand, is less poet than he is psy- 
chologist and rhetorician ; and his blank verse, direct 
as it generally is, tends to be a little pedestrian ; and 
it has marked peculiarities, which lend themselves eas- 
ily to imitation. Coleridge declared that Ben Jonson's 
blank verse is ^* very masterly and individual " ; and 
Symonds added that it was the blank verse of ^^ a 
scholar — pointed, polished and free from the lyricisms 
of his age," lacking harmony and often labored ; but 
** vigorous and solid it never fails to be." 

Even the less richly endowed playwrights of that 
inspired period, Marston and Heywood, Dekker and 
Shirley, are all of them capable on occasion of blank 
verse of fine quality. The secret of it seems then to 
have been a common property. Upon all of them, each 
in his own degree, ^ Cs^ed the abaity now 
and again to write plaintively or melodiously or nobly. 
And moreover all of the dramatic poets of that splendid 
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epoch seem to hare understood instinctiYely the neoeSi 
sity which the playwright is under of always adjusting 
his lines to oral deUvery. The dramatist wrote his 
speeches to be actually spoken in the theater and not 
merely to be read in the library. His appeal was not 
to the eye of the reader but to the ear of the hearer 
through the mouth of the actor. Therefore the Eliza* 
bethan playwright-poets composed blank verse which is 
fundamentaUy dramatic, not lyric in temper or narra- 
tire in leisurely moyement. 

Symonds pointed out that Webster, for examploi 
** no doubt imagined his actors declaiming with great 
Tariety of intonation, with frequent and lengthy pauses, 
and with oonsiderable diffeienoes in the rapidity of 
their utterances"; and the same thing might be said 
of all the others, — above all, of Shakspere, whose 
lines are always phrased for easy delivery by the 
actor and reveal always a delicate adjustment of the 
rhythm to the dramatic situation. He, and in a less 
d^ree his contemporaries, possessed the true secret of 
blank verse, which is to be found in ^^the proper 
adaptation of words and rhythms to the sense contained 
in them.'* It has been well said that the apparent 
irregularities of meter in the plays of the foremost 
Elizabethans furnish an unerring index ^* to the in- 
flections which the actors must have used, to the char- 
acters which the poets designed, and to the situations 
which they calculated." The result of these endeavors 
was to give ease and variety and rapidity to blank 
verse and to make it flexible for the expression of 
every word. 

Thus perfected by the playwrights, blank verse was 
ready for the use to which Milton was to put it. The 
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stately narrative of his noble epic, with its intermit- 
ient dialog and its occasional set debate, demanded a 
change of method. It was written to be read in the 
study and not to be declaimed on the stage ; and yet 
it is also adjusted to the voice, — indeed, it does not dis- 
close its full beauty until it is uttered aloud. Although 
it was printed for the eye, its appealwas to the ear as 
well, for Milton was never one to overlook the fact that 
poetry is always to be said or sung. Even the purely 
narrative passages reveal added felicities of rhythm 
when they come to us through the ear. In Milton's 
verse, as Lowell asserted, ^^ the music makes part of the 
meaning. • . • No one before or since has been able 
to give to simple pentameters the majesty and com- 
pass of the organ. He was as much composer as poet.*' 
The iambic pentameter may be defined as a se- 
quence of five alternate short and long syllables. 
When it achieved this exact regularity, it concorded 
vnth the practice of Pope and it won the approval of 
Johnson, But to apply any rigid standard of this sort 
to Milton's blank verse is to misapprehend absolutely 
the principle upon which he worked. He accepted the 
strict succession of iambics only as a norm ; he accus- 
tomed the ear to the alternate shorts and longs ; and 
then, this expectation having been thus established, he 
adventures numberless variations, as daring as they 
are successful. With him the line is no longer the 
unit and his large poetic phrase is not coincident with 
any single line or sequence of lines. It has an ampler 
architecture ; and it sweeps forward irresistibly, with 
bold licenses of substitution which immediately justif y 
themselves to the ear, however much they may diaoctjl^^^^ 
cert unsympathetic critics like Johnson, trainedr^ 






t88 A STUDY OF VERSIFICATION 

count off the aoooeeding shorts and longs on thdr fin- 
gers. In some of Milton's superbly organized pas- 
sages, it may be a little difficult to scan any single 
line taken by itself, since this line thus isola^ may 
seem irregular or even rugged. But if the whole pas- 
sage is read aloud with due regard to its meaning 
and with care to give the emphasis which the thought 
demands, the difficulty disappears and the ear is satis- 
fied by the majestic sweep of the rhythmic movement. 
The opening lines of ^^ Paradise Lost," elevated and 
sonorous, are also firm in their regularity. There is 
an occasional substitution of a trochee for an iambus, 
but even the thick-fingered Johnson ought to have 
found little difficulty in measuring all the successive 
feet by his unmusical yardstick : — 

Of Man's first disobedience, and the fmit 
Of that forbidden tree whose mortal taste 
Brought death into the World, and all our woe, 
With loss of Eden, till one greater Man 
Restore us, and regain the bUssful Seat, 
Sing, Heayenly Muse, that, on the secret top 
Of Oreb, or of Sinai, didst inspire 
That Shepherd who first taught the chosen seed 
In the beginning how the heavens and earth 
Rose out of Chaos; or, if Sion hill 
Delight thee more, and Siloa's brook that flowed 
Fast by the oracle of Grod, I thence 
Invoke thy aid to my adventrous song. 
That with no middle flight intends to soar 
Above the Aonian mount, while it pursues 
Things unattempted yet in prose or rime. 

Compare this with the opening of one of Satan's 
speeches : — 

Fall'n Cherub, to be weak is miserable. 
Doing or suffering: but of this be sure — 
To do aught good never will be our task^ 
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But ever to do ill oar sole delight. 
As being the oontrary to His high will 
Whom we resist. 

In the first line the first foot ('' Fall'n ohe ") is a 
rather forced trochee ; and the last foot Q^ serable '') 
lacks the weight which might be expected in its final 
syllable. In the second line the first foot (^ Doing ") 
is plainly a trochee ; and the third foot Q^ f ering ; 
but '*} is plainly an anapest. But when this speech is 
spoken aloud, the ear takes no account of these diver* 
genoeg from rigid regularity. The Bubrtitutions impose 
themselves upon us, without demur on our part. They 
have given variety to these first two lines ; and they 
have not diverted our attention to themselves. If we 
disregard the satisfactory impression made on the ear 
and study the passage with the eye, we discover that 
the single line is not here the dominant unit of meas- 
ure. Nor was it generally in Milton's epics ; he com- 
posed his passages as integral wholes, in which the 
line plays a part but in which it is not allowed to 
force itself on the attention. Of course, there are in- 
stances not a few where we discover Milton to achieve 
a subtle effect by isolating a single line and charging 
it with a full and complete message of its own. 

Symonds pointed out that Milton's ** most sonorous 
passages begin and end with interrupted lines, includ- 
ing in one organic structure, periods, parentheses, and 
paragraphs of fluent melody, that the harmonies are 
wrought by subtle and most complex alliterative sys- 
tems, by delicate changes in the length and volume of 
syllables, and by the choice of names magnificent for 
their mere gorgeousness of sound " ; and he insisted 
that *^ in these structures there are many pauses which 
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enable the ear and voice to rest themselves, bat none 
are perfect, none satisfy the want created by the open« 
ing hemistich, until the final and deliberate dose is 
reached." And he cited in evidence this passage : — 

And now his heart 
Distends with pridei and, hardening in his strength. 
Glories : for never, since created Man, 
Met such embodied force as, named with thesci 
Coold merit more than that small infantry 
Warr'd on by cranes — though all the giant brood 
Of Fhlegra with the heroic race were join'd 
That fought at Thebes and Uium, on each side 
Mix'd with auxiliar gods; and what resounds 
In fable or romance of Uther's son, 
Begirt with British and Armorio knights; 
And all who since, baptized or infidel. 
Jousted in Aspramont, or Montalban, 
Damasco, or Marooco, or Trebisond, 
Or whom Biaerta sent from Afric shore 
When Charlemain with all his peerage fell 
By Fontarabbia. 

^Milton's use of pause is unique,*' so Professor 
Saintsbury has insisted ; *^ like Shakspere, he will put 
it anywhere or nowhere/* And the varied effect of 
his constant shifting of the pause and of his refusal 
to place it frequently in the middle of the line, he 
heightened by abundant variations from the strict suc- 
cession of iambics. He substituted trochees at will, in 
any one of the five feet, even in the last. He called 
in the aid of the anapest whenever he felt the need of 
that swifter and lighter foot : — 

Because thou hast hearkened to the voice of thy wife. 

He achieved the spondee on occasion, a foot almost 
impossible in our sharply accented tongue : — 

CaTes, rooks, lakes, fens, bays, dens, and shades of death. 
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His intimate familiarity with the Greek and Latin 
poets helped him to attain metrical effects rare in 
English because they were due mainly to quantity, to 
the contrast of syllables not only stressed but actually 
long or short in duration of utterance. If his metrical 
daring does not always justify itself, — and it might 
be possible to pick out a very few instances where 
this must be admitted, — this may be due to his ab- 
sorption of the Italian poets, which tempted him to 
give an Italianate accent to an English word, an ac- 
cent which the English reader recognizes only by an 
effort. 

After Milton blank verse went under a cloud. Dry- 
den and Pope preferred the heroic couplet and polished 
it to suit their several needs. It is true that Dryden 
could write bold blank verse ; but he rarely chose to do 
80. Addison's blank verse serves to show how com- 
pletely the poets had forgotten the lessons of Shak- 
spere and Milton ; it is not only uninspired and monoto- 
nous, but it returns to the earlier and easier structure, 
wherein the line coincides with the sentence, or at least 
with a clause of the sentence, and whereby the several 
lines may be said to have each an almost independent 
existence. The influence of the riming heroic couplet, 
metrically identical and yet wholly different in spirit 
and in opportunity, weighed down blank verse and 
kept it from soaring aloft. In time, Thomson and Cow- 
per recovered much of its freedom ; and they opened 
the doors for Coleridge and Wordsworth. In his turn, 
Keats recaptured a portion of the Miltonic melody, 
not the majesty of his mighty predecessor, but some- 
thing of the music. And here in America Bryant — 
not a great poet, not foremost even among our own 
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bards — found in blank Terae a meter which exaedy 
suited his large stateliness. Here is the opening pas* 
sage of the austere and lofty '' Thanatopsis '': — 

To him who in the 1ot« of Natnre holds 

Communion with her yisible f ormt, she spssks 

A Tarioos language. For hit gayer honn 

She has a Toioe of gladneai^ fmd a smile 

And eloquence of beantj, and ihe glides 

Into hit darker muungiy with a mild 

And healing sympathy, that steals away 

Their sharpness, ere he is aware. When thoughts 

Of the last bitter hour come like a blight 

Oyer thy spirit, and sad images 

Of the stem agony, and shroud and pall. 

And breathless darkness, and the narrow home 

Make thee to shudder, and grow sick at heart;— 

Qo forth, under the open sky, and list 

To Nature's teachings. 

Brian Hooker has justly called attention to ** the 
subtile grading of the stresses, the vigorous contrast 
of scansion and phrase-rhythm, and the tireless variely 
of the pauses " ; and then he asked us to consider also 
^ how all this opposition is held under just sufficient 
control, so that the equilibrium of the normal scansion, 
continually and seductively threatened, is never for one 
moment overthrown.'* And it must be remembered to 
Bryant's credit that although this was written after 
Wordsworth and Keats had reinvigorated blank verse, 
it was composed before Tennyson and Browning. 

Tennyson early made himself a master of blank 
' verse. In his hands it has melodious flexibility, varied 
cadences, richness of alliteration and of colliteration, 
and deliberate sweetness of tone. The workmanship is 
exquisite, but a little cloying and a little self-consciousi 
The beauty of Tenuyson's blank verse strikes us as 
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Btadled rather than spontaneous. The effects he aimed 
at he attained ; but we often are aware of the effort. 
His style is sweetly lyric rather than boldly epic or 
pregnantly dramatic. His blank verse lacks largeness 
of sweep and inevitability of phrase. It is graceful, 
charming, idyllic ; it suggests a Tanagra figurine rather 
than the Hermes of Praxiteles. 

Browning's blank verse is less artificial, indeed it 
rarely calls attention to itself, rushing forward as 
though it was the poet's natural expression. It is devoid 
of all marquetry of beautiful sounds ; it may even be 
termed harsh or at least rugged ; and in its frankly 
dramatic march it is tense and masculine. Here are a 
few lines from *^ An Epistle, containing the Strange 
Medical Experience of Karshish " : — 

The Tery Grod I think, Abib : dost thou think ? 
So, the All-Great, were the All-Loving too— 
80, through the thunder comet a hamau yoioe 
Saying, ** O heart I made, a heart beats here I 
Face, my hands fashioned, see it in myself 1 
Thou hast no power nor mayst conceive of mine, 
But love I gave thee, with myself to love. 
And thou must love me who have died for thee f 
The madman saith He said lo: it is strange. 
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CHAPTER Xn 

POSnO UOBKSB 

Thif poetioal Uomim is a sfaiewd fellow, mnd eorvntli nuui j fiuilti ia 
• Tene ; it maketh -words longer, shorter, of more syllables, of fewer, 
newer, older, truer, falser ; and to oonelude it tnrneth all things at 
pleasure. — Gbobgb Gabooiokb : Certain NaU* oflmtructum eonoem- 
ing the Making of Verse. (1576.) 

Thebe is advanfage always in beginning any discussion 
with a sharp definition of the thing to be discussed. 
Here, then, is a pertinent characterization of license 
which we find in the latest edition of Webster's Dic- 
tionary : *^ That deviation from strict fact, form, or 
rule in which an artist or writer indulges, assuming 
that it will be permitted for the sake of the advantage 
or effect gained." And this warrants us in declaring 
that a poetic license is a departure from strict form, 
which the verse-writer permits himself in the belief 
that it will be pardoned for the sake of some effect 
he may thereby gain or of some advantage he could 
not otherwise attain. In other words, poetic license 
may be described as a privilege claimed by the poet 
of sacrificing something that seems to him relatively 
unimportant to secure something else that he holds of 
superior value. He may feel, for example, that he 
cannot express himself fully, unless he is permitted, 
once in a way, to depart from the strict rules of 
grammar or rhetoric, to employ an arbitrary con- 
traction, a forced accent or a disconcerting inversion 
of the natural order of words, or to avail himself of a 
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so-called allowable rime, — which is of a traih no rime 
at alL 

When the case is thus stated, the question as to the 
permissibility of any poetic license is easy to answer. 
In the speciiSc instance, was the poet right in his feel- 
ing as to the importance of the two things one of 
which he sacrificed to the other? And was he justified 
in his belief that he could attain his advantage and 
gain his effect in no other way than by departing 
from the letter of the law ? If his decision was sound, 
then will he be forgiven his violation of form, even 
Aough we cannot help being more or less conscious of 
his departure from the normal use of language. £very 
single instance of poetic license must needs be ex- 
amined by itself ; and the poet can claim no general 
permit to do as he pleases. His poem is always in- 
tended to be said or sung ; its appeal is ever to the 
ears of those to whom it is addressed ; it arouses in us 
a certain expectancy both of content and of form, 
and if for any reason, good or bad, the poet chooses 
to disappoint that expectancy, he can do so only at 
his peril, — at the risk of breaking the circuit which 
must bind together the listener and the singer. 

If the verse-writer has seen fit to disappoint the 
expectancy he has created in the ears of his hearers, 
b7^^ inversion, by an unwonted contraction! 
by the use of a so-called ^^ allowable " rime, by an un- 
grammatical employment of words, or by any other 
license, his sole excuse must be that this was necessary 
or at least profitable in that special instance, since 
only by the aid of that license could he attain the 
effect he was seeking at the moment. This is akin to 
what the lawyers call a plea of confession and ayoid- 
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anoe ; and the burden of proof is on the poet to ahow 
that he was justified in his faith. That is to say, do 
we, his hearers, unhesitatingly pardon his depicture 
from strict rule, because of the ultimate result? If we 
do, then there is nothing more to be said, and an in- 
sistence upon the letter of the law is beside the mark. 
Our own ears are the final court of appeal, and when 
they are satisfied the poet may depart mthout a stain 
on his character. The jury will refrain from all cen- 
sure if they have been charmed by an ** intuitiye phrase 
where the imagination at a touch precipitates thought, 
feeling and image in an imperishable crystal,'' — to 
borrow Lowell's suggestive words. The more inspired 
the poet may be and the loftier the theme, the less 
likely are we to turn the crystal over in search of 
flaws. When we are rapt out of ourselyes we fail to 
notice any little liberties the poet may have taken 
with the language, and we are ready enough to par- 
don them if they happen to attract our attention. 

But only a true poet can do this unerringly, and he 
can do it only on occasion when he is sweeping us away 
with surging emotion or lifting us on high with ethe- 
real imagination. His eye in fine frenzy rolling will 
profit him nothing, unless he weaves an incantation 
about our ears also. For those who are not assured 
that they are true poets there is only one counsel of 
perfection, — to abide sturdily by all the rules of 
the game and to refuse resolutely to apply for any 
license to break the law at wilL Aa the younger Tom 
Hood declared in his useful little treatise on the 
^ Rules of Rhyme," ** the poet gives to the world his 
sublime thoughts, diamonds of the purest water " ; 
and it would be petty .*' to quibble about minor points 
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of the polisliiiig and setting of such gems," whereat 
the writer of mere verse does not pretend to give ua 
diamonds. ^^ He offers paste brilliants, and therefore 
it the more behooves him to see to the perfection of 
the catting, on which their beauty depends." This is 
well put; and yet attention may be called to the sig- 
nificant &ct that the poets who have had the sublim- 
est thoughts have generally been the most careful in 
their craftsmanship. No one would deny sublimity to 
Dante and Milton, who are both of them impeccable 
artists in the cutting, the polishing, and the setting of 
their diamonds of the purest water. It is not from the 
<^ Divine Comedy " or from ** Paradise Lost " that we 
can most easily quote examples of poetic license. 
These great poets did their best always, sparing no 
pains and delighting in the labor which was to insure 
faultlessness of expression. 

If the strictness of the law did not crib, cabin and 
confine Dante and Milton, if these major bards were 
willing to be bound that they might be free, still more 
strongly does the obligation lie upon all lesser poets, 
upon all mere verse-writers, upon all who make the 
confession we find in Browning's *^ One Word More,'* 

Veme and nothing else have I to give you. 

In fact, the humbler the task and the more modest 
the versifier the more inexorable should he be with him- 
self. Especially is this conscientiousness imposed upon 
the writers of familiar verse. As Locker-Lampson as- 
serted, ^* however trivial the subject-matter may be-* 
indeed, rather in proportion to its triviality — subordi- 
nation to the rules of composition, and perfection of ex- 
ecution, should be strictly enforced.'^ Locker-Lampson 
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always practised what he preached, so does his friendly 
rival, Austin Dobson ; and a large part of the ease and 
grace of their delightful lyrics is due to their unfailing 
acceptance of the highest standards of workmanship. 
Both of them profited by the example of the French, 
whose versification is generally sustained at a lofty 
leveL Indeed, Lowell once asserted that very often in 
French verse ^ only the high polish keeps out the decay." 
It was for the apprentice poets of his own language 
that Theodore de Banville composed his little treatise 
on French versification. And in that very entertaining 
volume he declared that his chapter on <* poetic li- 
censes " contained only a single sentence : ^ There are 
none ": — " What! " he cried, " under the pretence of 
writing in verse, that is to say in a tongue which de- 
mands rhythm and orderliness above all else, you claim 
the right to be disorderly and to violate the rules. And 
this on the pretext that it would have been too diffi- 
cult to get into your verse what you wanted to put 
into it exactly as you wanted to put it. But that is pre- 
cisely what the art of versification is, and it cannot 
consist in not doing what you have undertaken to do.'' 
This may sound like a hard saying, and, in fact, another 
French poet, Auguste Dorchain, writing on the ** Art 
of Verse" has boldly called it a paradox. But it con- 
tains the root of the matter; and it recognizes the fact 
that the true artist, poet or painter, sculptor or archi- 
tect, never shrinks &om apparent difficulty. On the 
contrary, he glories in vanquishing it. He grapples 
with it gladly, knowing that then only can he put forth 
his full strength. His desire is not merely to express 
himself amply, but also always to make a good job of 
the expression itself. 
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And he accepts the conditions of the job, whatever 
they may be, and however arduous they may appear at 
first glance. No doubt, Michael Angelo might have 
asked to have false flat surfaces cover the curved ceiling 
of the Sistine Chapel, and certainly this would have 
made his task easier; but we may be sure that no such 
thought ever entered his mind. He found himself face 
to face ¥rith a new problem in painting, and he yielded 
himself joyfully to its fascination, snatching the flower, 
safety, out of the nettle, danger. He would have scorned 
to plead for any license of any kind, just as Milton 
would have scorned to append a flfteenth line to a 
sonnet. Strong men like Michael Angelo and Milton 
are never tempted to plead the baby act. They never 
beg off: they would smile with contempt at the weak- 
lings who are content with the easiest way. 

Yes; when the ways oppose-- 

When the hard means rebel, 
Fairer the work out-grows, •— 

More potent far the spelL 

O Poet, then, forbear 

The loosely-sandaled verse, 
Choose rather thou to wear 

The buskin, straight and terse; 

See that thy form demand 

The labor of the file; 
Leave to the tiro's hand 

The limp pedestrian style. 



Paint, chisel, then, or write; 

But, that the work surpass. 
With the hard fashion fight»— 

With the resisting mass. 
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Thus Austin Dobson liaa rephrased in oompaot 
English Gautier's declaration of the creed of all true 
artists. They relish the hard fight for perfection of 
form ; and thej enjoy the long siege which shall force 
a rebellious matter to surrender itself at last in the 
fittest manner. They would scoff at the suggestion 
which Walker made in his ** Riming Dictionary" 
that the mating of two words not identical in their 
terminal sounds may be forgiven on the ground that 
even **if these imperfect rimes were allowed to be 
blemishes it would still be better to tolerate them 
than to cramp the imagination by too narrow bound- 
aries of exactly similar sounds.*' The worthy Walker 
herein revealed his total misunderstanding of the 
fundamental condition of all art, which is ever a 
wrestle mth difiBiculty and an ultimate conquest, after 
valiant striving and impending defeat. The struggle 
with stubborn expression is only the stimulus to a 
final triumph ; and no real artist ever finds it cramp- 
ing to the imagination. It is only by incessant over- 
coming of obstacles which may seem for a season 
insuperable that the master measures his full strength, 
training his muscles and his nerves to obey his will. 
The poet who shrinks timidly from strenuous effort, 
and who is lazily willing to avail himself of the tradi- 
tional poetic licenses for fear of cramping his imagina- 
tion, may be likened to a man playing patience who 
should feel himself at liberty to depart from the rides 
in order to compel the cards to come out right. We 
cannot help despising any creature so weak of charac- 
ter as to cheat himself into a belief that the game can 
be won in this way. And we have a stem respect for 
the stronger poets who hold with the whist-loving 
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Mrs. Battle in her liking for ** A dear fire, a dean 
hearth and the rigor of the game.'' 

The rigor of the game, Uie letter of the law, the 
full submission to the rules, — these are terms which 
will be misleading if they seem to suggest that there 
is wiy arbitrary code promulgated by some superior 
power and imposed upon the poet. Of course, the 
poet is under no other compulsion than so to express 
himself that he can transmit his thought and com- 
municate his emotion instantly to his hearers. For 
his own sake, and under obligation only to himself, 
the poet must avoid all impediment to this conveying 
of his meaning to us. Whatever calls away our atten- 
tion from his message is a hindrance to our swift and 
complete reception of it. The principle of Economy of 
Attention is even more imperative in the rhetoric of 
verse than in the rhetoric of prose. A certain proper- 
tion of the reader's attention is necessarily absorbed 
by the effort of following the means whereby the 
writer sets forth what he has to say, and therefore 
that style is best which calls least attention to itself, 
which offers least resistance to the sending of the 
message, and which leaves the most attention free for 
its reception. In other words, a writer must so guard 
the manner of his utterance that we can get his 
matter with the slightest possible friction. And this 
is the only law that all writers must obey, whether 
they work in prose or in verse. 

They violate it only at their own risk ; and every 
poetic license is a violation of this law. What are 
the various kinds of poetic license ? Inversions, arbi- 
trary accents, imperfect rimes, unusual contractions, 
and departures from accepted grammar ; — and eveiy 
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one of ihese is likely to interrupt the current, to it^ 
terfere with the poet*s purpose, to call attention to 
itself if only for a fleeting moment, and thus to take 
away some part of our attention — however Uttle it 
may be — from the thing which he is telling us. 
Some of these arbitrary variations from normal 
speech, some of these contractions, some of these 
inadequate rimes, may seem to the poet to be conse- 
crated by tradition. But he cannot claim precedenti 
because he has no right to suppose that all his hearers 
are familiar ¥rith the earlier poets, whose practices he 
would cite as authorizing his own wilfulness. As a 
matter of fact, a few of these hearers of his may be 
familiar with the poets of the past, and those may or 
may not be disposed to tolerate a poetic license sanc- 
tified by convention. On the other hand, many of them 
will surely lack this acquaintance with earlier bards; 
and these are likely to be annoyed by his failure to 
satisfy the expectation he has created. If a poet is 
seeking to reach the heart of the people, he must deny 
himself the poetic licenses that earlier poets indulged 
in ; and he is in error if he thinks that in verse-making 
<* freedom slowly broadens down from precedent to 
precedent.*' 

Of all the various departures from the proper use 
of language which constitute the several kinds of 
poetic license, perhaps the most defensible are inver- 
sions. The rhythmic march of stately verse often calls 
for a change in the natural order of words and often 
justifies it to the ear. In the opening lines of *^ Para- 
dise Lost" we find an example of this justifiable 
inversion or rather of inversion which is actually 
helpful: — 
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Of Man's first disobedience, and the fniit 
Of that forbidden tree whose mortal taste 
Brought death into the World, and all our woe, 
With loss of Eden, till one greater Man 
Restore us, and regain the blissful Seat, 
Sing, Heavenly Muse I 

The ear easily carries the meaning as it is unrolled 
until the phrase ends with the words ** Sing, Heavenly 
Muse ! *' which logically should come first. And many 
other examples as illuminating could readily be se- 
lected from the same epic. Indeed, this is not really 
an instance of poetic license, since the inversion here 
does not interfere with the Economy of Attention ; 
indeed, it may even heighten this. So the two inver- 
sions in one of the stanzas of Wordsworth's noble 
*^ Ode to Duty " justify themselves at once, because 
they are congruous to the temper of the poem as a 
whole : — 

To humbler functions, awful Power 1 
I call thee : I myself eommend 
Unto thy guidance from this hour ; 
Oh, let my weakness have an end I 

In these two examples, Milton's and Wordsworth's, 
the eye of the reader may detect the inversion ; but the 
ear of the hearer would accept them without notice. 
It is said that certain of the horses in the frieze of the 
Parthenon have legs only on the outer side and that 
the legs on the inner side have been suppressed un- 
hesitatingly by the sculptor, a departure from nature 
which can be detected only by careful observation ; 
and this can scarcely be termed a license since it is 
but the suppression of something non-essential to the 
purpose of the artist. This suppression in no wise 
calls attention to itself ; and thus it is parallel with 
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the inTendons just quoted from Milton and Words* 
worth. 

Closely akin to awkward inversions are arbitnuy 
contractions, such as to'en for taken^ o'er for over or 
Against for against Here again, the sole question is 
whether these departures from normal language call 
attention to themselves. Do they interfere with our 
Economy of Attention, as the lines fall upon our ears ? 
If they do not, then they justify themselves* As a 
matter of fact, Against is so slight a variation from 
against that most ears would fail to notice it, while 
on the other hand ta^en for taken would be likely to 
annoy the ordinary hearer not acquainted with the 
traditions of English poetry. The Elizabethan poets, 
especially the dramatists, were free in their contrac- 
tions. They risked ^stroy for destroy ^ ^cide for decide^ 
* stall lor instal ; and all of these licenses would jar 
on our ears to-day, whatever they may have done long 
ago. The Elizabethans also were wont to use ^tvoixt 
for betwixt and ^neath for underneath; and here they 
seem to have anticipated our modem use of the 
shorter form as an accepted contraction so familiar 
that it opposes no friction to the thought. 

It is to be noted that the later poets of the classi- 
est period made many contractions which now seem 
to us unnecessary ; they accepted a theory of rigid 
regularity of rhythm and did not allow themselves 
to profit by the privilege of substituting frankly an 
anapest for an iamb, which the ear usually admits 
without cavil. Thus they felt themselves forced to 
write whispering for whispering^ tinCrous for timoT' 
ous^ misery for misery^ — contractions imposed upon 
them by their narrow theory of verse and yet not of- 
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tmAre to us to-day because they are evident only to 
onr eyes and not audible in our ears, whicb uncon- 
sciouidy supply the missing syllable. 

Where some versifiers have forced a word to fit 
into their metrical schemes by violently mangling it, 
others have been able to accomplish the feat only by 
altering its ordinary accent. They have wrenched the 
pronunciation of a single word to compel it to fit into 
the rhythm of their lines. Sometimes this seems to be 
mere wilfulness, as in Walt Whitman's *^ O Captain I 
My Captain I " noble as that is in its elevation and firm 
as it is in its structure. The poet was so unused to rime 
that he required us to accent the insignificant ing twice 
in order to get a semblance of rime that he needed ; and 
he is guilty of this in two stanzas out of three : — 

The port is near, the bells I hear, the people all ezultth^y 
While follow eyes the steady keel, the vessel grim and darm^, 

and again 

For you bouquets and ribbon'd wreaths — for yon the shores 

a-orowdm^» 
For you they eall, the swaying mass, their eager faces tumtn^. 

Sometimes, however, the poet is not really falsify- 
ing the accent, although he may seem to do so to the 
eye of the pedantic reader. Milton, for example, in his 
famous line describing the fallen angel's descent, 

Burned after him to the bottomless pit, 

did not intend that the word bottomless should have 
an arbitrary stress on its second syllable. He dared 
the natural pronunciation of the word here, because 
he neneded the unexpected variation in the meter to 
suggest, at once boldly and subtly, the irresistible 
slipping down into the fathomless depth. The license 
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here, if there in any, is not a question of pronanciai 
tion, but of meter ; and if the passage is read aloud 
with due regard to mass and weight, the ear is not 
offended by the departure from regularity. Bather, 
indeed, is this departure an element in the power and 
beauty of the poetic narratiye. 

Now and again in English poetry we come across 
a colloquial looseness which may seem to some persons 

to have been intentional, indulged in as a stroke of 
humor, as, for example, in Prior's playful epistle : — 



Then finiih» desr Chloe, this pastoral 
And let as like Horace and Lydia agree : 

For thou art a girl as mnoh brighter than her^ 
As he was a poet sublimer than me. 

But there is apparently no intent in a grammatical 
perversity of Byron's, — 

And send'st him, shiyering in thj playful spray. 
And howling, to his Gods, where haply lies 
His petty hope in some near port or bky, 
And dashest him again to earth : — there let him lay. 

With all his great gifts Byron often lacked art. In 
his verse he was not wiUing always to take the trouble 
to put his best foot foremost. Probably he would have 
approved of Coleridge's saying that ** poetry, like 
schoolboys, by too frequent and severe correction, 
may be cowed into duhiess." And yet there is no 
denying that to be content to move along the line of 
least resistance is as demoralizing and as dangerous in 
verse-writing as it is in character-building. 

Byron has often the brisk celerity of the impro^ 
viser ; and he shrank from the labor of the file. In 
his graver verse he was ready enough to take what- 
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ever rimes might nm off the end of his pen. And the 

most frequent of all poetic licenses is that which is 

supposed to permit the linkmg of two words which 

do not chime with precision. Byron was willing to 

begin his ** Stanzas " with 

Could Love for tnw 
Run like a rvoer. 

And later in the same lyric he is content to set 
down 

When loTen parted 
Feel hrokett'hearted 
And, all hopes thtoarUdf 
Expect to die. 

Bver does not rime with river, unless we are ex- 
pected to pronounce it iver; and thwarted does not 
rime with parted, unless we force it to do so by vary- 
ing from the accepted pronunciation. The poet who 
tries to link together uncongenial words like these 
is impaled on the horns of a dilemma: either the 
words do not sound alike and then our ears are cheated 
of the expectation of rime, or they are made to sound 
alike, by forcing the pronunciation of one of them, 
and then our attention is distracted by this departure 
from the normal use of language. In either case the 
poet has violated the principle of Economy of Atten- 
tion. These misguided attempts at rime may be toler- 
ated by some ears, but others will hold that a rime 
which is only tolerable is about as unsatisfactory as a 
tolerable egg. 

Mortimer Collins's charming lyric, the ** Ivory Gate," 
is marred for many a hearer by several false rimes. 
One of them is so slight a departure from identity of 
terminal sound that it may not arrest the attention 
as it &lls upon the ear : — 
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Tkai iktj wain aoi Md CdjpM^ 
Aad tfcs Hcfo wandcts feae ; 

Ai war with tbe wocds of &«% 
A^ tfca Uoe tide's low Mwmtf 
CooM* up to tfca iTotj Gato. 

Bat in mother stanxa there aie two £dae rimes, 
one ci which sorely caUs attention to itself even if the 
other was oorered bjr costcmiaiy storenliness of pco- 



Of dowa unmb jtmii ffnutufi^ 

Tha roar of straama I baai^ 
Aad tfca lasj fail if fwaOta^ 

To tba wbida of Windoraiera : 
That giri with tba raitie foi&^ 

Iftid tha feffy'a knghiBg fiai^ 
Is as fair as anj goddm 

Who sweeps thxo' the iToty Gate. 

To maAfb fiarrcwB and suMimis, bodice and jfocl- 
iJess may be a blemish only, bnt to link together iSel- 
vdlyn and moelling is little short of a crime. We may 
be willing enough to overlook the blemishes and eyen 
to pardon the crime, for the sake of the buoyancy and 
brilliancy of the little lyric as a whole. Bat the pity of 
it I We cannot but grieve that a poem which came so 
near perfection in its kind shonld &11 so far short of 
it. Even in Keats and in Tennyson we stumble on 
false rimes, more frequently in Keats than in Tenny- 
son; and they stand out as needless defects. They 
may be only spots on the sun, which is none the less 
glorious ; but none the less are they spots. 

In English a pair of rimes must have identity of the 
accented vowel-sound and of all the following sounds 
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and at the same time it must have different sounds 
preceding the accented vowel. That is to say, a word 
cannot rime with itself, even if the meaning is wholly 
different. In French and in Italian verse this rule does 
not obtain ; but in English our ears refuse to accept 
sense and innocence as a fitly mated pair, although 
Wordsworth has chosen to marry them in a couplet. 
Milton linked together ruth and Huth, probably misled 
by Italian precedents ; and Tennyson ventured to fol- 
low 

The holly hj the cottage eaue 
with 

And sadly falls our Christinas eve. 

To many English ears these departures from the 
usual practice might be annoying, in that they would 
arrest attention to themselves. They might disappoint 
the expectation of the hearer; and they would be the 
more likely to do this the closer they came together, — 
that is, the more emphatically they forced themselves 
upon our notice. But they would probably be over- 
looked in the course of a lyric in which the same rim- 
ing sound recurred frequently, as in a ballade, for ex- 
ample, wherein a dozen lines rime together. In Austin 
Dobson's *^ Ballade of the Armada " we can discover, 
if we take the trouble, that he has back us and Bac* 
chu8^ tack us and attack us. Yet this repetition does 
not call attention to itself as it occurs in different 
stanzas. It can be detected by the eye, of course, but 
the ear would probably fail to perceive it : — 

King Phillip has vaunted his claims ; 

He had sworn for a year he would sack ni ; 
With an army of heathenish names 

He was coming to fagot and stack ns ; 
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Like the tiiieTes of the lea he would track oi^ 
And shatter our thipe on the main ; 

Bat we had bold Neptone to back ni,-* 
And where are the galleons of Spain ? 

His caracks were christened of dames 
To the kirtles whereof he wonld tack ns ; 

With his saints and his gilded stem-frames. 
He had thought like an egg-shell to crack ai| 
Now Howard may get to his Flaecos, 

And Drake to his Deyon again. 

And Hawkins bowl rnbbers to Baoehas,-* 

For where are the galleons of Spain? 

Let his Majesty hang to St. James 

The ax that he whetted to hack ns; 
He must play at some lustier games 

Or at sea he can hope to out-thwaek as ; 

To his mines of Pern he would pack as 
To tug at his bullet and chain ; 

Alas I that his Greatness should lack ua !«• 
But where are the galleons of Spain? 

Gloriana I — the Don may attack ni 
Wheneyer his stomach be fain ; 

He must reach ns before he can rack niy • • • 
And where are the galleons of Spain ? 

** Art in its perfection is not ostentatious ; it lies hid 
and works its effect, itself unseen," so Sir Joshua Key- 
nolds asserted, paraphrasing Horace. And in another 
of his suggestive discourses the EngKsh painter ampli- 
fied the same thought in a passage which is as appli- 
cable to poetiy as it is to painting : ** The great end 
of the art is to strike the imagination. The painter 
therefore is to make no ostentation of the means by 
which this is done ; the spectator is only to feel the re- 
sult in his bosom. An inferior artist is unwilling that 
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any part of his industry should be lost upon the spec- 
tator. He takes as much pains to discovery as the 
greater artist does to conceal, the marks of his subor- 
dinate assiduity." While this is true of one class of in- 
ferior artists, there is another class who are deficient 
in this "subordinate assidnity," and who have not 
taken the trouble to master the means whereby they 
must strike the imagination. They are prone to assert 
a claim to that poetic license which can be allowed only 
to the greater artists and which the greater artists very 
rarely ask us to excuse. 

In the Mexico of Montezuma, when the natives first 
caught sight of the cavalrymen of Cortez, they thought 
that horse and man were one, and they were astonished 
when they chanced to behold a trooper dismounting 
from his steed. When a poet soars aloft upon Pegasus 
he ought to be one with his winged steed ; he may 
guide it at will as it soars aloft ; but he must not let 
the spectator see him dismount. 
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APPENDIX 

a: suggestions fob study 

Thb student who comes to the consideration of English 
versification without any previous acquaintance with its 
principles will do well to begin by training himself to 
recognize the various rhythms and meters. He should take 
a good collection of poetry, — Palgrave's Oolden Treasury ^ 
Stedman's Victorian or American Anthologies^ — and go 
through its pages identifying the rhythm and the meter of 
the successive poems until he has attained certainty of de- 
eision. At the same time he can investigate the various 
forms of the stanza employed by the leading British and 
American lyrists. These anthologies contain only the more 
popular and more representative poems of the several au- 
thors ; and the student will do well to select two or three 
poets and to examine their complete works to see if he can 
perceive in the lyrics omitted from the anthologies any 
technical reason for the comparative failure to please the 
public. Sometimes he will be able to discover that an un- 
due length of line or an awkwardness of rhythm or % 
monotony of rime may be responsible for the lack of suc- 
cess. 

Then as he becomes more familiar with the technic of 
versification and more responsive to its delicate effects, he 
may consider more highly specialized collections of poetry, 
each devoted to a single type : Child's English and Scot" 
tish Popular Ballads^ CarnJbridge EditioUy Main's Treas- 
ury of English Sonnets, Gosse's English Odes^ Gleeson 
White's Ballads and Eondeaux, Locker's Lyra Elegantia- 
rum. Some of these volumes are devoted to poems in the 
same rigid form and others are confined to lyrics animated 
by the same spirit. 
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But if the student really wiehee to attain an intimate 
nndentanding of the art of yene he must attempt yene- 
making himnelf. The result of his effort may he 
bloy but the effort will he its own reward. He may 
yery modestly hy taking any simple passage of prose-— 
for example, a newspaper aceonnt of a fire or of any other 
accident — and rej^irasing this in a snccession of iambs, 
nmning on without any diyision into lines. Another paa- 
sage may be tamed into trochees, a third into anapests and 
a fourth into dactyls. The iambs and the trochees ought to 
be achieved with no greai difficulty ; but the succession of 
dactyls and of anapests will not be so easy* When a fair 
facility has been conquered a passage may be chosen from 
some public address — Webster's Bunker Hill Oratum 
or Lincoln's ChUysburg Speech — to be recast into blank 
yerse, unrimed iambic pentameter. Another passage might 
be taken from a novel to be turned into trochaic tetra- 
meter, the meter of 2%a Song of Hiawatha. 

Then the student may undertake a task calling for more 
or less command of form. He may find % simple story 
either in a newspaper or excerpted from a play or a ro- 
mance ; and this simple story he may turn into a ballad. 
The kind of baUad which he decides to experiment in 
ought to be consonant with the character of the theme. 
That is to say, the story may be treated with the naif sim* 
plidty of the old English ballads, such as Sir Pairick 
Spena ; it may be told with the narrative leisureliness of 
Longfellow's Paul Bevere's Bide ; it may have the swift 
terseness of Scott's Young Loehinvary and of Macaulay's 
Battle oflvry; it may glow with the dramatic intensity 
of Rudyard Sapling's Ballade of East a/nd West ; or it 
may be cast in couplets with the quaint color of WhitUer's 
Maud Muller^ or with the picturesque flavor of Austin 
Dobson's Ballad of Beau Brocade. 

Other exercises of the same sort will easily suggest 
themselves to the student For example, there would be 
profit in taking a critical statement from any one of Ar* 
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nold's SssayB in Criticism^ and rewriting this in heroio 
eouplets in the manner of Pope's Ussay on Criticism, In 
like manner a brilliant paragraph might be picked out of 
one of Lowell's prose essays, — - that on Thoreau, 'for in- 
stance, — and this might be rephrased in the rapid riming 
anapests of his own FcMefor Critics. 

ThQ composition of what the French term hcuts rimSs is 
also an admirable gynmastic This requires the writing of 
a poem to a set of rimes arbitrarily chosen in advance. 
The student may open a book anywhere and pick out any 
two words ; he must find a rime to each of these words ; 
and then with these two pairs of rimes he must write a 
quatrain, as best he can and on any theme that the riming 
words may suggest to him. Of course he can borrow a 
commonplace thought to fill out his four lines, if the riming 
words do not happen to be sugg^ive. After a little prac- 
tice with quatrains and octaves in bouts rimSSj the student 
may venture on the compodtion of a sonnet to a set of pre- 
scribed lines* He must dioose six words, well contrasted in 
their vowel-sounds. Then he must find three other words to 
rime with the first word of his five and with the second ; 
— • these will give him the rimes for his octave, a, 5, 5, a, 
a, 5, 5, a. He needs only one rime for each of the oUier 
three of his original five words ; and these will give him 
the sextet, 0, (f, 0, 0, d, e. Here again it is quite possible that 
the rimes themselves may suggest a toinc for the sonnet 

Owing to the apparent complexity id their structure the 
various French forms are very useful to the student in his 
search for technical dexterity, — especially the rondeau and 
ballade. But the full profit of the grapple with their com- 
plexity is to be had only when the student abides by all 
the redes of the form and denies himself any privilege. A 
charade may be cast in the form of a ballade, with the 
first syllable in the first octave, the second syllable in the 
secoiid octave, the third syllable in the third octave, and 
the whole word in the envoy. 

Parody b also to be recommended, or at least deliberate 
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imiUtioiiy the wilful copying of the method of the ehoeen 
poet, perhaps with a playful exaggeration of his manner- 
isms. But useful as may be the conscious imitation of sev- 
eral poets having sharply diverging principles, it is not 
more advantageous than translation. A piece of Latin or 
French prose may be turned into English verse, or a for- 
eign poem may be rendered into English as faithfully as 
possible with due respect for the metrical structure of the 
originaL 

These are but scattered hints to be improved by the stu- 
dent himself, or by the instructor. Just as the college 
teacher of rhetoric compels his pupils to attain to an aver- 
age of facility in composition by requiring them to prepare 
daily themes, so the student of versification must supple 
his muscles by attempting all sorts of metrical exercises. 
But these exercises are intended chiefly to increase his ap- 
preciation and his understanding of the masterpieces of the 
major poets ; and he must continue the constant and care- 
ful study of these poets, spying out their metrical secrets, 
and never failing to obs^TZr rhythmical variety. 

b: bibliogbaphioal suggestions 

A classified list of the more important treatises on Eng<- 
lish versification will be found in Chapter VII of Gayley 
and Scott*8 Introduction to the Methods and Materials of 
Literary Critieiem (Boston : 6inn & Co., 1899) ; and a 
chronological list of books and articles in English only is 
presented in T. S. Omond's English Metrists (Tunbridge 
Wells : Pelton, 1903). 

The two most elaborate treatises in English are Guest's 
History of English Rhythms j new edition by W. W. Skeat 
(London : Bell, 1882), and Saintsbury's History of Eng- 
lish Prosody, in three volumes (London and New York : 
Macmillan, 1906-1910). To be noted also are two other in- 
vestigations, Vender's Principes de la MStrique Anglaise, 
in three volumes (Paris : Welter, 1909-1910), and Jakob 
Sohipper's Englisehe Metrik, in three volumes (Vienna, 
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1881-1888). A single volume condensation of Schipper's 
book was issued in Vienna in 1895, and the author pre- 
pared an English version of this which he called A His- 
tory of English Versification (Oxford : Clarendon Press, 
1910). 

There are shorter text-books better fitted for the begin- 
ner, written from varying points of view. The names of a 
few of these may be given here, although an exhaustive 
list would be impossible : Gummere's Handbook of Poetics 
(Boston : Ginn, 1891) ; Corson's Primer of English Verse 
(Boston: Ginn, 1892); Parsons's English Versification 
(Boston : Leach, Shewell and Sanborn, 1894) ; Mayor's 
Chapters on English Meter (Cambridge : University Press, 
1886) ; Omond's Study of Meter (London : Richards, 
1903) ; Bright and Miller's Elements of English Versifi- 
cation (Boston : Ginn, 1910), and Richardson's Study of 
English Bimes (Hanover, N. H., 1909). Alden's English 
Verse (New York : Holt, 1903) contains a well-arranged 
collection of examples. John Addington Symonds's papers 
on Blank Verse are now available in a separate volume 
(New York : Scribner, 1895) . 

Poe's. three papers on the BationcUe of Verse^ the 
Philosophy of Composition and the Poetic Principle can 
be found in any edition of his works. The influence of Poe 
is obvious in Lanier's Science of English Verse (New 
York : Scribner, 1880), just as the influence of Lanier is 
obvious in Dabney's Mttsical Basis of Verse (New York 
and London : Longmans, 1901). Dr. Holmes's very sug^* 
gestive paper on the Physiology of Versifi^iation is in- 
cluded in his Pages from an Old Volume of Life (Boston: 
Houghton, Mifflin and Company, 1883), In my own Parts 
of Speech^ Essays on English (New York : Scribner, 1901) 
will be found An Inquiry as to Bivie and a paper On the 
Poetry of Place-Names, 
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Terse,** Gosse, quotation from, 

144,173. 
Foe, Edgar Allan, 2, 26, 36, 60,63, 68, 

66, 67, 82, 88,84, 87, 96,96,99, 119, 

121. 
Foetic license, 944, 261. 
PolyoUriontdS, 
Polysyllable, 80. 
Pope, Alexander, 2, 82, 48, 71, 78, 78, 

88, 126, 206, 209, 210, 213, 216, 217, 

918, 219, 220, 221, 222, 226. 
Poplar FiOd, The, 202. 
Pofwer qf Short WordSt 78. 
Praed,W.M.,46,168. 
/Vetude, 122. 
PrinoesSt 86, 181. 
Prior, Matthew, 40, 806. 
Prisoner €f ChiUon, The, 206L 
Prodigals, The, 161. 
Progress qf Art, ^SH, 
Prologue, W, 
Psalm qflAfe,Vi, 
Psalm qfthe Watere, 186. 

Quantity, 14, 180. 

Quatrain, 67, 106, Ul, 126, 144. 

Sape cf the Look, The, 220. 

•* Rationale of Terse,*' Poe, 26. 267. 

Baven, 96, 97. 

Ready for the Ride, 160. 

Jieoe8sUmal,9i. 

Becurrence of the same Towel- 

Bound, 87. 
Befrain, 94, 107. 
Repetition of sound, 66. 
Bests, 98. 



Beialiaiiion,90B. 

Revolutionary Rette, A, 80. 

Reynolds, Sir Joshua, 2, 4, 88, 260. 

Rhythm, 9, 31, 189 ; carried over from 
one line to the next, 24. 

Richard I J, 233. 

Riley, James Whltoomb, 88, 98, 96 

Rime 49; in English, defined as 
identity of TowelFSOond, 49 ; iden- 
tity of, 74. 

Rimeless stanxas, 170. 

Rimeless verse, 38. 

Romeo and Jvliet, 288. 

Rondeau, 160, 168. 

Rondel, 160. 

Rose-Leaves, 147, 148. 

Rossetti, Dante Qabriel, 68, 07, 128; 
137, 142. 

Roundel, 162. 

Rubaiyat of OmarKhayydm, 107. 

** Rules for writing Terse," King 
James, 81. 

** Rules of Rhyme, The," Hood, quo* 
tation from, 1,246. 

Sackville, Oeoige, 927. 
Saga of King ^jof. The, 180. 
Saintshury, Professor O. B , 288» 9I0» 

966. 
Sapphics, 191. 
Scansion, 17. 
Schiller, 190. 

Scorn not the Sonnet, 186. 
Scott, Sir Walter, 96, 84, 86,88,8^ 

47,68,60,66,206,206,290,984. 
Seaweed, 77, 129. 
Seneca, 227. 

Serenade, 67. 

Serenade at the VUla, A,II5, 

Sestet, 181. 

Sestina,196. 

Sestlna cfthe Tramp Royat, 196. 

Seven-line stansa, 128. 

Shakspere, William, 18, 19, 82, 41,00, 

79, 80, 84, 86, 88, 90, 129, 130, 139,200, 

212,230, 282,283,284,236,236,910^ 

241. 
Shaksperian sonnet, 181. 
Shelley, Percy Bysshe, 84, 88, IQi]^ 

100, 114, 210, 222, 294. 
Shtpherd^s Calendar^ 911. 
Sherman, 96. 
Shirley, James, 986. 
Short syllables, 18, 88, 1881 
8ibilantB,89. 
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Blngle rime, 60, 78. 

iSUters, 96. 

Six-line staii», 12L 

Skylark, 114. 

Sonff vHthotU a SibUanlt 88. 

Sonnet, 32, 126, 128. 

Sonnet, The^ IZiL 

Sonnet-eequenoee, 148. 

SordellOt^HL 

Sound and tenae, 74. 

Soathey, Bobert, 186, 19B. 

SpanUh Oipgy, The, 192. 

Spenoer, Herbert, 28, 4L 

Speni, Str Patrick, 20. 

Speneer, Edmund, 40, 118, 161, 200, 

211. 
Spenserian stanza, 118. 
Spondee, 16. 
Stanza, 102, 267. 
Slxmtaa written on the Road from 

Florence to Piea, 106. 
Statue and the Bust, 106. 
Stedman, Edmund C, 8, 01, 196, 



Steyenaon, Bobert Loola, 8, 100, 

152. 
Story of Rimini, 222. 
Strayed Reveler, 184, 196, 198. 
•* Study of Meter, A,'* Omond, 

quotation from, 31, 287. 
** Style in Literature,*' Sterenson, 

quotation from, 101. 
Svb Rosa, 155. 
Substitution, 19, 28, 204. 
Suppressions, 24, 28. 
Surrey, Henry Howard, Earl of, 

227. 
Swinburne, Algernon C, 32, 35, 40, 

65, 66, 68, 74, 76, 82, 88, 84, 112. 114, 

120, 123, 149, 152, 153, 161, 164, 166, 

167, 169, 191, 195, 210, 224. 
Symonds, Jobn Addin{!:ton, 182, 200, 

226, 230, 234, 235, 286, 239. 

Tain o* Shanter, 206. 

Tears and Laughter, 126. 

Tears, Idle Tears, 181. 

Tempest, The,7&\. 

Ten-line stanza, 117. 

Tennyson, Alfred, Lord, 23, 24, 25, 
40. 43, 53, 54, 57, 83, 84, 85, 88, 90, 91, 
93, 95, 97, 106, 109, 111, 115, 117, 119, 
124, 139, 181, 188, 190, 191, 242, 268, 
260. 

Tmninal rimes, 38. 



Terminal trochee, 18. 
TermlnAtion, naitaral, of iliytliiii% 

60. 
Thaldt>a, 186, 196. 
7%ana<op«fo, 248. 
Theocritus, 150. 
There^ UttU girl, donH ery^ 98, 
Thirteen-line stanza, 180. 
Thomson, James, 841. 
Time I've loet in wooinQt I%», UT* 
To a Mouse, 188. 
To a Roee, 118. 
To a Waterfowl, 100. 
To an Old Danish Sono-Bookt 179. 
To my mere English Censure, 818. 
To Violets, UL 
To Walt Whitman in Ameriea^ 

123. 
Toccata of OaluppVs, A, lOS. 
Tone-Color, 78. 
Treble rimes, 47, 60, 68. 
Trench, Richard C, 180. 
Trente-six BaUades Joyeuaee, 18L 
Trimeter, 17, 18, 186. 
Triolet, 146. 

Triolet-sequences, 146. 
Triplet, 104, 111, 126. 
Tristram of Lyoneeee, 224. 
Trochaic meters, pauses in, 21. 
Trochaic octameter, 115 ; tetrameter, 

17, 106, 148; trimeter, 17. 
Trochaic rhythm, 38. 
Trochaic rhythms, 88; termin»tioii 

of, 50. 
Trumbull, John, 206. 
Truth cLboftt Horace, 68. 
** Twelve Good Rules," Dobion, 

quoted, 168. 
Twenty-four-line stanra, 120. 
TunZigtU on Tweed, 88. 
Two Voices, 106. 

UlaZume, 82, 100, 119. 
Unexpected rimes, 68. 
Unrimed dactylic trimeter, 186. 
Unrimed hexameter, 188. 
Unseen Spirits, 121. 

Variation of feet, 19. 
Vers de soci^t^, 168, 109. 
Versification of the Greeks and Bo> 

mans, 16. 
Vma^e Blacksmith, TSt 121. 
Villanelle, 157. 
Villon, 167, 100. 
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Voice qf the Seat 88. 
Voiture,147,164,167. 
Towel, idenUtj of the, 88. 

Wagner, 81. 

Walker's Riming Dictionary, 260. 

WaUer, £dmimd, 113, 209, 218, 214, 

216. 
Wanderer, 161. 
Watson, William, 188. 
Webster, Daniel, 264. 
Webster, John, 236, 286. 
** What is Poetry?" Hunt, qnotation 

from, 102. 
WhcU is the Oerman FatherUmd T 

40. 
When LUaca last in the Doorya/rd 

£2oom'(i, 187, 188. 



When the Frost U on the PunMn, 

88. 
White, Gleeson, 263. 
White Doe, The, 206. 
Whitman, Walt, 40, 60, 84, 186, 198, 

266. 
Whittier, John Greenleaf , 63, 67, 60, 

103, 127, 206. 
Willis, Nathaniel P., 181. 
Wordsworth, William, 2, 26, 48, 67, 

68, 136, 189, 206, 241, 242, 263, 264, 

269. 
Written on the MrstLeafqf an JOf 

tnan, 126. 
Wyatt, Thomas, 168. 

Yankee Doodle, 40. 
Young Lookinvar, a6i» 
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